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FAULKNER WRITES A FABLE

by James W. Webb

Although William Faulkner, in writing A Fable, did not glorify
war and did not suggest that it is the best means that man has at
his disposal for settling quarrels, yet he was attracted by war and
he involved himself by his own personal experience and by his
fiction. War as he envisioned it is the concentration and summation
of evil and man’s struggle in the world.

Faulkner was too slight in stature for duty with the armed serv
ices during World War I. Nevertheless, he made his way to Canada
and joined the R.A.F. but the war was over before his squadron,
which was in training at Deseronto Field, Canada, was ready for
action. Upon being demobilized, he was made an honorary lieuten
ant,1 and in 1919, he returned to Oxford, Mississippi, wearing his
uniform. Stories which eventually became legends began to circu
late locally in and around Oxford, Mississippi, in connection with
his duty with the R.A.F. There is a rather detailed, embroidered
account of his diving a Spad, a French biplane of World War I,
into a hanger, landing upside down in the roof; and that while he
was suspended from the cockpit, someone handed him a bottle of
whiskey.2 Also, there is the account of a silver plate in his head.
There are also accounts of his dogfights with German pilots. When
individuals asked him to confirm these stories, he would smile, give
a knowing look and even on occasion give the tall tale a word or
nod of approval,
for example, explaining the difficulty of forcing
the beverage to go up hill from mouth to stomach while he was
suspended from the cockpit of his plane there in the roof of the
hangar. They were good stories, too, and listeners were impressed.
1A. Wigfall Green, “William Faulkner’s Flight Training in Canada,”
University
Mississippi Studies in English, VI (1965), 59.
2Ibid., p. 53. The writer of this article has lived in the Oxford, Mississippi
community
1947 and has heard these stories from various persons.
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Faulkner often protested that he was not a writer, but just a
story teller and a fanner. He found pleasure in listening to good
stories whether they were told around a camp fire or at a social
gathering. Regarding ideas and the techniques employed, he said
little or nothing about them to the merely curious or to the re
porter who posed the question and then waited with pad and
pencil in hand. Story telling, however, came naturally to him. Even
as a child he told stories, and when his daughter Jill was a child
he told stories in extemporized fashion to the children of the neigh
borhood. He wrote anywhere and at any time the spirit moved
him, using a portable typewriter on a park bench located on the
Mississippi gulf coast, in his office, in Hollywood, or at Random
House in New York. While out working about the grounds during
the day and pondering, he would cease all other activity and go
into his office to work. In the middle of the night he might get
up, put on his bathrobe, go downstairs to the office to write off
the top of his mind for an hour or two. On one warm summer after
noon in August, 1965, while Mrs. Faulkner sat on the east porch
of Rowan Oak reminiscing of the past, she recounted to this writer
that her husband would get up in the middle of the night and
downstairs to write. She recalled that one night when he was going
down the stairs, he tripped and fell. “Made the awfullest racket
you ever heard,” she said. “I went to see about him. He was stand
ing there at the foot of the stairs straightening his bathrobe. Evi
dently, he was not hurt. He went on to the office and wrote out
what he had on his mind and returned to bed some time later.”

On one occasion Faulkner commented:

I have myself, one simple rule, which is to write
only when it is hot, and always stop before it
cools off so I will save something to go back to,
never to write myself out. But there is somewhere,
whether you realize it or not, there is the police
man that insists on some order, some unity in the
work. But I would say never force yourself to
write anything .... You must be an amateur
writer always. You must do it because it’s fun,
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just like you play a hard set of tennis because it’s
fun, not for profit—because it’s your cup of tea.3
Early in November, 1944, Faulkner wrote to Malcolm Cowley
saying:

As regards any specific book, I’m trying primarily
to tell a story, in the most effective way I can
think of, the most moving, the most exhaustive.
But I think even that is incidental to what I am
trying to do, taking my output (the course of it)
as a whole. I am telling the same story over and
over, which is myself and the world. Tom Wolfe
was trying to say everything, the world plus “I”
or filtered through “I” or the of “I” to embrace
the world in which he was born and walked a
little while and then lay down again, into one vol
ume. I am trying to go a step further. This I think
accounts for what people call the obscurity, the
involved formless “style”, endless sentences. I’m
trying to say it all in one sentence, between one
Cap and one period. I’m still trying to put it all,
if possible, on one pinhead.4

William Faulkner, however, must be taken seriously. As one
the foremost writers of this century, he contemplated man’s prob
lems, and he expressed his views on developments and events
his time whether of local or international import—from his concern
with people slipping into his beloved Bailey’s woods behind his
house to shoot his ‘pet” squirrels, with irregularities in the social
order within his state, or with dictatorship of any form. He was
an avid reader and he went back often to dip into his favorite liter
ary masterpieces. He took full advantage of his position in receiving
the Nobel award in 1950, and while standing on this pinnacle for
distinguished figures he made pronouncements that scholars have
since reckoned with more seriously in reappraising his work. Man’s
3Joseph L. Fant and Robert Ashley, eds. Faulkner
West Point (New
York: Random House, c. 1964), p. 99.
4Malcolm Cowley, “The Solitude
William Faulkner,” The Atlantic
(June, 1966), 101.
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conflict with himself, his endurance, his compassion in the face
of greed, and his immortality clearly stated in his famous Nobel
Prize acceptance speech now became clearer on one’s rereading
of early writings. These matters are quite apparent in his post
Stockholm writings.
A Fable is William Faulkner’s greatest effort to place himself in
the company of Dante, Shakespeare, Milton, Melville, and Tolstoy.
He was ambitious to produce a great work of epic proportions. At
the time of publication his publisher predicted that A Fable "will
be recognized
a classic during the lifetime of its author.”5 Faulk
ner’s desire was to write of man’s problem on a grand scale for
now and for all time—a great effort to reach a great and ambitious
goal, even at the risk of its falling short of the mark that made
the writer great. This is Faulkner’s reason for his high regard for
Thomas Wolfe.6 Faulkner’s most ambitious work, A Fable, was
a "tour de force.” He spent at least nine years pondering and writ
ing it. In answer to a question on one occasion he stated that
. . . The notion occurred to me one day in 1942
shortly after Pearl Harbor and the beginning of
the last great war. Suppose—who might that un
known soldier be? Suppose that had been Christ
again under that fine big cenotaph with the eter
nal flame burning on it? That he would be cruci
fied again, and I had to—then it became tour
de force, because I had to invent enough stuff to
carry the notion.

Q.

You were writing from an idea then?

A. That’s right, that was an idea and a hope,
an unexpressed thought that Christ had appeared
twice, he had been crucified twice, and maybe
we’d have only one more chance . . . .7
5From the jacket
A Fable (New York: Random House, 1950, 1954).
6Green, “First Lectures at a University from notes of Richard M. Allen,”
William Faulkner of Oxford, edited by James W. Webb and A. Wigfall Green
(Baton Rouge: Louisiana State University Press, c. 1965), p. 135.
7Frederick L. Gwyn and Joeph L. Blotner, eds., Faulkner in the Uni
versity-Class Conferences at the University of Virginia 1957-1958 (Char
lottesville: The University
Virginia Press, 1959),
27.
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In 1942, Faulkner was forty-five years of age. His two living
brothers were able to go into the military service during World
War II, but he had to content himself at Oxford with civil defense
work and writing. One can speculate here and visualize Faulkner
the writer preoccupied as he passed his friends on the square, pre
occupied with a war story and the Christ theme.
Faulkner set the scene of what he thought to be his greatest
work, Fable, in France, in and around the battlefields of Verdun,
1918. For his theme, he, like Milton, wished to present man’s dilem
ma on a world wide, historical, and mythical basis. The story
the French corporal in the story echoes at many points the story
of Christ during the Passion Week. The battle of Verdun, in the
background of the story, was perhaps the greatest and one of the
longest and bloodiest battles of history. Verdun had for some
fifteen hundred years guarded the crossing of the Meuse River.
Here along the river and on the heights were natural sites for a
series of forts—Douaumont, Vaux, and others. One has only to read
history to be reminded of the mighty and persistent onslaught
the Germans at Verdun to be convinced of the heroism and en
durance of French soldiers despite the fact that on other occasions
their morale had reached a low ebb and that French generals had
to cope with mutinies and even with a false armistice—as did the
Germans. In A Fable, and in other writings, Faulkner emphasizes
the old verity that to endure is to prevail. A fusing of the Christ
story and Verdun served his purpose. With a little imagination one
can see here a setting for an Armageddon. Faulkner read his Bible
and he evidently read accounts of Verdun. Some fifteen miles to
the south was St. Mihiel. Between Verdun and Paris was Chalonssur-Marne. Faulkner was in no sense writing a documentary. As
he would profess, he was writing a story. Verdun was a great event,
and this is no doubt the reason that Faulkner made use of it. He
coins names, and, in his imagination, rearranges history for his
own purpose. In the midst of great activity of vast numbers of men
and machines of war he writes his story of the activities of the
generalissimo, the runner, and the corporal, each with his own
problem, his own role, within the larger context of a battle of huge
proportions. Much of the account possesses the qualities of a bad
dream. The three chief characters—the generalissimo (the prime
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mover of events—God and Satan, good and evil) the corporal (the
Christ figure), and the runner (man)—are products of the writer’s
imagination—all three designed for symbolic or allegorical pur
poses. The dilemma, the action, and the agony in this setting of
blasted rubble of earth and fortifications, even the blasted homes
of villagers, are almost more than a reader can contemplate. It will
be remembered that World War I took a toll of approximately
8,000,000 lives, and a large portion of them were taken at Verdun.
The fighting that raged around this fortress city lasted some
days, and more than 400,000 Frenchmen and 300,000 Germans
died here.
From April 15-29, 1951, Faulkner made a journey to France for
the express purpose of making an on-the-spot inspection of World
War I battlefields of the Western Front, specifically Verdun and
sons.inIn a letter, he states that he wentasto France "to examine
the French battle lines of 1914-1918 and to talk to people, old
soldiers, government officials, etc. to gain material for a book set
in the 1918 war which I have been working on for some time, and
had to get definite geographical information, atmosphere, etc. to
go on with it.”8
Upon his return to Oxford, Mississippi, Faulkner resumed his
work, pecking out words and sometimes almost endless sentences
on a portable typewriter located on a small table in front of the
west window of his study—his "office”—Rowan Oak. In one corner
of the room is a small homemade fold-top desk containing pencils,
a bottle of liniment, some drafting tools, a pocket edition of the
New Testament, a chocolate mint, and various other items—all as
he left them some four years ago. All of the furnishings, are still
completely intact, including the small wooden bed for his rest
periods. A Fable, in large part, was written in this room.
Perhaps, there has been too much speculation regarding this
quiet mannered man and his writing habits already. However, a
few tangible evidences, although scarce and elusive, may give a
clue to his approach to A Fable. The work
conceived in his mind
8Letter dated July 2, 1952. Also, on March 23, 1962, this writer heard
Faulkner
conversation at
home, Rowan Oak, discuss his trip
France.
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was obviously of tremendous proportions. The tour de force had
to be written. He reduced the story as it was conceived in his
mind to an outline which he wrote on the walls of his office, be
ginning each division of the outline some six feet from the floor.
Beginning on the north wall with the chief events on “Monday,”
he continued across the east wall through “Sunday,” to the door of
the room. Then to the right of the door on the remaining wall
space, he outlined the events of “Tomorrow.” The outline is written
in his characteristically neat but difficult-to-read handwriting on
the white plastered wall. Later, he carefully covered the writing
with shellac for the sake of permanency. The outline as it was
copied without editing for this paper is as follows:
M

II

06:00 The French Regiment mutinies, refuses to leave the
trench to make an attack, is drawn out, disarmed, put under
arrest & sent to the rear.

II

The General commanding the division containing the Regi
ment goes to his Army Group Commander and officially
requests permission to have the whole Regiment executed.
The Group Commander tells the Division Commander he
is ordered to Chaulnesmont Wednesday.

24:00 The British battalion runner tolls-the sentry aboutthe lorries carrying blank A A shells u-p to the front at Vil
leneuve rAbbayc.-Tho sentry assaults-the-run-ner. Both-a-reput under arrest. The runner's history included—'
12:00 The French front enters armistice with the German
one opposite it.
15:00 The British and American fronts enter armistice with
the German ones opposite them.
Tuesday

V

The people from the district where the Regiment was raised,
parents and kin of the men in it, begin to gather at Chaulnes
mont.
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II

02:00 The Division Commander returns unofficially to the
Group Commander, who tells him that he is expected by the
Allied Commander-in-Chief at Chaulnesmont Wednesday
Afternoon.

Tho Sentry and-tho Runner are-under arrest with unarmedguards -[not rea-dable] the British lines?-Ill

24:00 The British battalion Runner tells the Sentry about
the lorries carrying blank A
shells up to the front at Vil
leneuve 1’Abbaye. The Sentry assaults the Runner. Both are
put under arrest. The Runner s history included.
Wednesday

VI

The Regiment is brought to Chaulnesmont under arrest and
put inside the prison compound. Magdalen is in the crowd
waiting for its arrival. Introduces the Corporal and his squad
and the three Generals.

IV The German General is flown across the lines at Villeneuve
1’Abbaye, shot at with blank archie and pursued by three
British aeroplanes firing blank ammunition. Levine’s story
included.

V The Division Commander
der arrest.

brought to Chaulnesmont, un

VII

Mary and Martha reach Chaulnesmont and are met by Mag
dalen. They are repulsed by the people in the city because
of their relationship to the Corporal, whom the people hold
responsible for the Regiment’s mutiny and hence its present
jeopardy.

VI

17:00 The Runner finds himself free of arrest, escapes to
the rear and sees the German aeroplane, surrounded by fake
antiaircraft fire and pursued by the three British aeroplanes
firing blank ammunition, land on the aerodrome at Ville
neuve 1’Abbaye. Includes the story of the Runner,, the Sentry,
the old Negro preacher and his grandson and the stolen
race horse.

VII

The Prisoners in the compound.
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VII

The Division Commander is put under arrest by the old
general.

VII

The Old General and witnesses examine the Corporal.

VII

The Old General’s interview with Mary, Martha and Mag
dalen. Martha’s story.

VII

The 3 Generals and the German General.

VII

The story of the Old General and the Quarter Master Gen
eral.

VI

I The Old General sends his aide to report the miracle of the
Spoon.
Thursday

VIII

The Runner goes to Paris to enlist the aid of the old Negro
preacher. They return to the battalion, and persuade it to
make the unarmed advance into no man’s Land, where an
unarmed German force meets it, and both, except for the
Runner, are destroyed by simultaneous British & German
barrages. ( Includes the- story of the Sentry, the old -Negr-o-preach r and the stolen-race horse.)

V

III Levine hears about the unarmed British and German forces
destroyed deliberately by their own barrages, and commits
suicide.

VI

II The French Division Commander is executed by the three
American privates.

VII I

The Last Supper of the Corporal and his squad.

VIII The Old General offers the Corporal the Three Temptations.
-The Corporal-to save himself the Corporal refuses them.

VIII

The French chaplain is sent to the Corporal to persuade the
Corporal to accept Christianity & so repudiate his stand.
The Priest fails, commits suicide.
Friday

IX The Corporal is executed between the two lesser criminals.
Martha, Mary and Magdalen obtain his body, and the medal,
from the Sergeant Major and carry it away for burial.
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Saturday

Mary, Martha and Madgalen bury the Corporal’s body in
a field on Martha’s husband’s farm, which was between the
battle lines but which will be safe now that they believe
the war is over.
Sunday

The War starts again. A victorious Allied barrage and attack
passes over the site of the Corporal’s grave. When Martha,
Mary and Magdalen return to the grave, the body has
vanished.
Tomorrow

X A French sergeant and twelve men are sent by the French
government to Verdun to get the unidentifiable body of a
soldier from the catacombs under Fort de Vallaumont. They
get the body, swap it at the Verdun station for more drink
to a woman who identifies it as her son, awake sober at St.
Mihiel, realize their predicament, buy another body from a
local farmer who found it in his field, and take the new
body to Paris.

X The British battalion Runner, accompanied by Judas in his
desperate desire to buy release from his misery, reach the
farm of Martha and Mary. The Runner is given the Cor
poral’s medal, and departs. Judas goes out to hang himself.
X The body of the old Generalissimo is brought in state to
the Arc de Triumphe for a final ceremony. The Runner
bursts out of the crowd, interrupts the ceremony by flinging
the corporal’s medal at the casket.9
In the process of writing the outline, Faulkner saw fit to cross
out portions, and in some instances, transferred them to other parts
9This outline was copied from the wall of Faulkner’s office by permission.
The writer of this article expended much effort and care
copying the out
line accurately. Capitalization, punctuation, numbering, and other details are
retained here as they appear on the wall. Note crossed out portions. In par
ticular, note that crossed out portion No. III under “Monday” was moved
to No. VI under “Tuesday.”
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of the outline, for example, from “Monday” to “Tuesday.” Whether
he simply got ahead of himself and discovered it in the process or
whether he decided to revise, who knows?
The reader will note, also, that the outline begins with events
on Monday and that the finished work, A Fable, begins with the
events of Wednesday. This arrangement gave the author opportuni
ty to begin in the middle of the action—in medias res—and to bring
in the earlier events by means of flashback, by conversations of
characters, and by interior dialogue. The order of events as nar
rated in the published work as indicated by chapter headings is
as follows: Wednesday; Monday and Monday Night; Tuesday
Night; Monday, Tuesday, and Wednesday; Tuesday and Wednes
day; Tuesday, Wednesday, and Wednesday Night; Wednesday
Night; Thursday and Thursday Night; Friday, Saturday, and Sun
day; and Tomorrow. Here, it seems, is one of the chief values of
the preserved outline for those who study Faulkner’s method of
composition—an indication of how he went about the process of
planning and revising his work.
The rough draft of A Fable consumed countless hours—more than
nine years—and some 2,000 pages in length.10 Bennett Cerf provided
an office at Random House and Faulkner went to New York to
condense the work to book size. In his dedication and in giving
credit, Faulkner stated that the book actually took form in Decem
ber 1944, during the dying days of the Axis Powers in World War
II.11 To William Bacher and Henry Hathaway of Beverly Hills,
California, the author gives credit “for the basic idea from which
the book grew into its present form. 12 The work was completed
in November, 1953. The opening statement on the jacket begins
with the declaration that here is “The crowning achievement of
William Faulkner’s distinguished and honored career.”13 The trip
to France for the purpose of surveying World War I battlefields,
the carefully preserved outline on his office walls, the 2,000 pages
of rough draft, and the many hours spent in the writing clearly
10Newsweek, XLIV (August 2, 1954), 49.
11From the jacket of A Fable.
12A Fable, Dedication.
13From the jacket
A Fable.
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indicate Faulkner’s serious purpose and high hopes for the com
pleted task. He appropriately enough gave the work the title,
A Fable. The publisher predicts in his statement on the jacket of
the book:

That many controversial interpretations will be
read into A Fable is inevitable. Countless sym
bolic meanings will be attributed to the central
characters and events in this stirring novel.
Whether they refer to the figures suggestive of
godliness or caesarism, Mary, Martha, Magda
lene, the thieves or the embodiment of the trinity
of man’s conscience in the persons of the young
aviator, the old Quartermaster General and the
dedicated soldier from the ranks, the impact of
these human beings, as men and women and as
symbols, upon believer and skeptic must be pro
foundly moving.
To write of the reception of A Fable by reviewers, critics, and
other readers going beyond the intent of this article, but it may
be of interest to state that the work has baffled some who have
read or have attempted to read it.14 Immediately after the work
was published, a few reviewers, with limited time as a factor, made
maximum use of the publisher’s information on the jacket. The
author was awarded the Pulitzer Prize for it. Some of the world’s
best literary minds have since been challenged by it and have
made the allegory clearer to readers and have pointed out its pro
fundities.15 Character identities within the context of the New
Testament and the Passion Week have been studied.16 It will never
serve as light bedside reading, but scholars of Faulkner’s work and
those who are concerned with man’s struggle with the human
heart will be drawn to it.
14Newsweek, XLIV (August 2, 1954), 48-50.
15For example, see Professor Heinrich Straumann’s “An
Inter
pretation
Existence: Faulkner’s A Fable,” William Faulkner-Three Decades
of Criticism (Ann Arbor: Michigan State University Press, 1960), pp. 349-372.
16William Thornton Magruder, “Character Identities in William Faulk
ner’s A Fable” Unpublished master’s thesis, University
Mississippi, 1963.
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KATHERINE ANNE PORTER'S
USE OF QUAKERISM IN
SHIP OF FOOLS

by Gerald Walton

Since its publication in 1962, Katherine Anne Porter’s Ship of
Fools has been the subject of many scholarly articles and reviews.
One of the postulations generally mentioned in the inspections is
Miss Porter’s skilful character creation. While David Scott has not
been “singled out for special praise by the reviewers” as has his
traveling companion, Jenny Brown,1 the purpose of this article is
to relate some of the activities of David and to suggest that the re
ligion of his youth might be an important concern in his adult life.
In short, I hold the opinion that all of David’s actions are possibly
caused by what he calls his “Quaker conscience.”

Although more than a fifth of this “study in despair”2 is pre
sented before there comes the notification that David Scott is
fraught with a “Pennsylvania Quaker conscience,”3 an alert reader
effectually acquainted with traditional Quaker emphases might
already have suspected some Quaker tendencies in some of David’s
actions. Certainly no religious sect would be proud to claim this
almost incorrigible character as one of its better members, but it
does seem significant that Miss Porter chooses to point out that
David has been reared as a Quaker. Besides the travelers who are
Catholic, Lutheran, or Jewish (and so designated for obvious the
matic purposes), David is the only one whose religious background
is mentioned.
Porter spent a good part of twenty years in the
1 Theodore Solotaroff, “ ‘Ship of Fools’ and the Critics,” Commentary,
XXXIV (October, 1962), 281.
2“Speech after Long Silence,” Time, LXXIX (April 6, 1962), 97.
Catherine Anne Porter, Ship of Fools (Boston: Little, Brown and
pany, 1962),
129. Subsequent references
this work will be cited in
parentheses
the text.
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execution of this book, and nearly all of the critique writers have
commented on her character development.4 It does not seem to me
that she accidentally or arbitrarily refers to David’s early religion,
although his actions are now in many instances almost toto caelo
at odds with the prevalent tenets of Quakerism.
Rochelle Girson has quoted Katherine Anne Porter as remarking
about the characters of the novel, “ I am not trying to make any
body out a saint or a sinner, but just showing human beings with
failings and prejudices or with burdens a little more than they can
bear, burdens that have made them what they are and through
which they are trying to struggle.’ ”5 No careful reader would dis
pute Granville Hicks’ observation that “As we come to know these
characters . . . , we find ourselves involved in a vast, polymorphous
struggle of wills.”6 Howard Moss has found one of Miss Porter’s
major themes to be that of order versus need, and he avers that
“Every major character is magnetized in time by the opposing
forces of need and order.”7 Glenway Wescott, a close friend of the
novelist, maintains that “. . . there are warring forces in Katherine
Anne,” and he sponsors a theory that “the great dichotomy” has
played a part in her Ship of Fools.8 In an additional statement about
her work and its themes, Wescott writes: “Things are what they
are; and what people do directly results from what they are. Every
thing is for the portraiture, inner portraiture mainly . . . .”9
What, then, have these struggles of the will, these “opposing
forces of need and order,” this “great dichotomy,” and these acts
of people themselves to do with the character of David Scott? Is it
true that the name of the ship, Vera (Latin for true), has a sym
4Solotaroff, p. 279.
5Katherine Anne Porter, as quoted by
Girson, The
Saturday Review, XLV (March 31, 1962), 15.
6Granville Hicks, “Voyage of Life,” Saturday Review, XLV (March 31,
1962), 16.
7Howard Moss, No Safe Harbor,” The New Yorker,
(April 28,
1962), 166.
8
Wescott, “Katherine Anne Porter: The Making of
Novel,
The Atlantic, CCIX (April, 1962), 45.
9Ibid., p. 47.
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bolic meaning and that David, like the other passengers, is strug
gling to find the truth?10

It appears to me that the first, and only, allusion to David’s
Quaker conscience is important as a partial answer to these ques
tions. He keeps assuring himself that his sins do not annoy him,
". . . but those tight-mouthed, tight-handed, tight-souled gaffers
had left some kind of poison in his blood that kept him from ever
really enjoying his life . . .” (p. 129). In many ways he goes against
all that Quakerism would suggest, but these acts invariably trouble
his conscience. And in many instances he cannot help, I contend,
regulating some of his activities by the Quaker principles.
Enumerating the many nefarious affairs in David’s life serves
no purpose in this study, but his feelings about certain of the base
deeds seem significant. For example, there are many arguments
between David and the girl with whom he is traveling. It seems
that "The quarrel between them was a terrible treadmill they
mounted together and tramped round and round until they were
wearied out or in despair” (p. 43). But in one of the early quarrels
it is evident that David does not like the arguments. Even after
a cutting remark to Jenny, he realizes that "it gave him no satisfac
tion” (p. 42). In one conversation with Freytag, Jenny tells him
that David usually argues "Tor the sake of the argument’” (p.
90). Perhaps his real character is seen when he avoids understand
able disputes, as can be observed near the end of the novel when
he has ample room for anger at a purser who has made a switch
in David’s ticket so as to alter his destination. Jenny wishes to
reprove the purser, but David stops her and avoids an argument
(p. 487).

Often Miss Porter makes it clear that David has guilty feelings
about many of his despicable acts. He has, for instance, had these
feelings
often that Jenny has termed them his Methodist hang
overs. One of his experiences after a night of drinking discloses
the perpetual culpability: "He turned away from the sight of his
hang-dog face in the mirror, and the dreadful muddled feeling
of moral self-reprabation which Jenny called a Methodist hang
10Moss, p. 172.
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over clutched him, not for the first time, in the vitals” (p. 130). He
is likewise beseiged with similar thoughts regarding his illicit rela
tionship with Jenny. “They had agreed,” the authoress writes,
in the beginning not to marry because they must
be free, marriage was a bond cramping and hu
miliating to civilized beings: yet what was this
tie between them but marriage, and marriage of
the worst sort, with all the restraints and jeal
ousies and burdens, but with none of its dignity,
none of its warmth and protection, no honest ac
knowledgment of faith and intention, (p. 145)
David tells himself that “He should marry Jenny, or offer to marry
her, anyway . . .” (p. 130). And although he refuses to talk about
love to Jenny, saying that he hates love (p. 169), he clearly shows
his desire to love her, his desire that she return his love, and his
jealousy because she appears to care for many besides him:

Who wouldn’t she take up with, he wondered.
She’d run off with just anybody—if a band passed
playing in the street, she’d fall in step and march
with them .. . would say just anything she pleased
to the merest stranger—did she ever really see a
stranger? Listens to just anybody,
interested
in the idlest silliest chatter as she is in the most
intelligent talk—more so, damn it! . . . Yet there
had been a time when he felt so close, so nearly
identified with Jenny, so tenderly in love with her,
she could have done anything with him, have
made him understand anything no matter how
preposterous: or so he believed now; and why
had she refused to become that part of him which
was missing, which would make him wholewhy had she been so strange and wild and made
their life together so impossible? It occurred to
him bitterly for the first time that, in fact, Jenny
seemed to get along on the simplest terms with
anybody, everybody, but himself, (p. 22)

Published by eGrove, 1966

25

Studies in English, Vol. 7 [1966], Art. 12

Gerald Walton

19

In fact, he exhibits the inconsistency to the point that Jenny is
confused. He has told her that he does not believe in love, and
yet when she mentions her affinities with other men, she realizes
that David would feel better had the relationships been because
of love: “. . . for him, the whole wrong lay precisely there. It should
have been love, it was a disgrace to her that it was not love . . .”
(p. 149). His own remembrances of nights spent with prostitutes
suggest the frustration: “And slowly there poured through his veins
again that deep qualm of loathing and intolerable sexual fury, a
poisonous mingling of sickness and deathlike pleasure: it ebbed
and left him
it always had before, merely a little sick” (p. 281).
Many of the activities that might be purely pleasurable to other
people are once more performed by David in a way that connotes
the frustration. Whether it be sleeping, sunning, drinking, or mak
ing love, “He practiced all these dull excesses in a methodical, un
communicative frenzy
cold yet sensual enjoyment . . .” (p. 147).
The reader might even sense that David is protesting too much
when he demands that Jenny not use certain words. The word soul
. . . was one of David’s tabus, along with God,
spirit, spiritual, virtue—especially that one!—and
love. None of these words flowered particularly in
Jenny’s daily speech, though now and then in
some stray warmth of feeling she seemed to need
one or the other; but David could not endure
the sound of any of them, and she saw now [after
using the word soul] the stiff, embarrassed, al
most offended look which she had learned to
expect if she spoke one of them. He could trans
late them into obscene terms and pronounce them
with a sexual fervor or enjoyment; and Jenny, who
blasphemed as harmlessly as a well-taught parrot,
was in turn offended by what she prudishly de
scribed as “David’s dirty mind.” (p. 55)

Thus far I have cited only cases wherein David commits acts
that seemingly go against his conscience. I believe that there are
equally as many acts to be cited for support of the contention that
David is in several ways at least partially guided by his Quaker
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conscience. Even though he is participating in an unsanctioned
romance, he feels romorse for his behavior. Miss Porter makes it
plain that the conduct of Denny, David’s cabin mate, in regard to
sex is objectionable to David: "There seemed nothing much wrong
with Denny except he was a bore. His mind seemed to run monot
onously on women, or rather, sex ...” (p. 75). As Denny unfolds
his plans to pursue Pastora, one of the Spanish dancers aboard,
David warns him against such conduct and makes his final reply
on the subject "with malice” (p. 78). Perhaps Denny finally be
comes aware of the basic benevolence underlying many of David’s
performances or speeches. Denny "suspected often that David
Scott disapproved of any number of things, though he could never
be quite certain what they were” (p. 275).
Since the early days of the religion, Quakers have been noted
for their benevolent acts. Young Scott’s sympathy and kindness
are demonstrated in several situations in the novel. He is hardly
pleased to find that one of his cabin mates
a sickly hunchback,
but at their first meeting he offers Herr Glocken the divan bed
instead of his assigned upper berth and is even able by gentle
persuasion to secure for Glocken the more comfortable lower berth
supposed to be Denny’s (p. 26). It is David who helps Herr Glocken
by handing him his medicine and water; and one can almost sense
a feeling of compassion in David at his realization that "perhaps
Herr Glocken was never altogether without pain” (p. 76). Even
when both David and Denny awake with dreadful hangovers after
a night of too much drinking, it is David who rolls off his couch
and ministers the hunchback his medicine (p. 128).

David’s commiseration is likewise evinced in his feeling of tender
ness for one of the lowly steerage passengers, apparently noticed
only by David and Frau Schmitt, a German widow. The scene is
described thus:

man, very bony and ragged and worn, but
perhaps young, it was hard to tell, his tousled
hair on end, was sitting, back to the rail, his knees
drawn up and his bare toes curling and uncurling
with sorrow; he was crying openly and bitterly
like a child. He wept and scrubbed his eyes with
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his fists, his mouth was distorted like a howling
dog’s, and at his feet were several small objects.
Frau Schmitt could not quite make out what they
were. The other people paid no attention to him;
they sat near him with stony indifferent faces;
men stood in groups over him with their backs
turned, women almost stepped on him going
about their own concerns. He seemed completely
alone in the world . . . . (p. 175)
David explains to Frau Schmitt the cause of the poor man’s sorrow:
the man
a wood carver whose knife has been taken from him
(p. 175). The German widow’s thoughts later point clearly to the
young American’s charitable sensitivity:

She could not help but remember Herr Scott and
his good feeling for the poor little woodcarver
in the steerage—it was all very well to be stem
and cold and right about everything,
the
Captain most certainly was [he had commanded
that all weapons be taken from the passengers in
steerage], but it was also touching to be human,
to love one’s fellow creature, to have mercy on
the poor and the unfortunate, (p. 388)
David’s tastes for simplicity of dress may be observed through
out Ship of Fools. As he boards the ship, he wears “a proper-looking
white linen suit and an ordinary Panama hat” (p. 13).
the be
ginning of the twentieth century (the novel is set in 1931) many
Friends no longer strictly adhered to the plainness of dress ad
vocated by early Quaker leaders; but David’s objection to “unplain”
dress seems no mere chance protestation. When he discovers that
Herr Glocken wears a bright red silk pajama coat, he is disturbed;
for

Profusion of color in anything was offensive to
David; it offended more than his eye—he dis
trusted it on moral grounds, and nowhere more
so than in dress. His own neckties were black
knitted strings he bought by the half dozen from
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sidewalk peddlers, his socks were black cotton,
his suits were mottled gray, dark gray, light gray,
Oxford gray and blue-gray, besides the chaste
white linen and canvas he wore in summer. His
favorite palatte was a mixture of grays, browns,
ochers, and dark blues with a good deal of white;
and his favorite though not original theory was
that persons who "expressed themselves” by wear
ing color were merely attempting to supply its
inner lack in their own natures, adding a facade
that fooled nobody, (pp. 76-77)
He attempts, with some success, to pass on his discrimination to
Jenny. She is slovenly dressed as they board the ship together, and
he shows his displeasure (p. 13). He seems much more pleased
when she appears " . . very beautiful in one of her plain white
frocks that looked well at any time of day. She had the severity
and simplicity of a small marble figure, smooth and harmonious
from head to foot, no rogue or powder visible, no varnished nails,
fresh and sweet, as a field of roses . . .” (p. 416). In one scene
David is pleased at seeing Jenny’s features assume "the sweet
serenity and interior warm light (italics mine)” (p. 339). David
is even partially successful in persuading Jenny to abandon some
of the excessive color in her art work: “Her palatte lowered in
tone; gradually, too, she had taken to dressing in muted colors or
black and white, with only now and then a crimson or orange
scarf,
she was not painting much, but working almost altogether
in charcoal or India ink” (p. 77).

I would not foolishly assert that anyone who is habitually quiet
has a Quaker tendency. Because of the Quakers’ disapproval of
superfluous talk and because of the nature of their worship serv
ices, though, silence is quite often associated with Quakerism or
termed a Quaker characteristic. David most assuredly fits the de
sired mold in this instance. He is repulsed by "Jenny’s lack of dis
crimination, her terrible gregariousness, the way she was always
ready to talk to anybody anywhere” (p. 126), and she is worried
at his silence (p. 396). She complains that "my man won’t share
with me” (p. 92) and that "he would not share her moods or allow
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her to share his” (p. 145). When he drinks, he prefers silence (p.
127); when he is angry, he seems “silently enraged” (p. 138). Near
the beginning of the novel “David lapsed into what Jenny called
his speaking silence” (p. 53), and on several other occasions Jenny
refers to her companions “recurring fits of long silence” (p. 146),
his “silence and sulkiness” (p. 185), his “singular gift of hardening
instantly into silence” (p. 222), and his “passive resistance’” and
“'superior silence’” (p. 347).
I again remark that I have not attempted definitely to establish
David Scott
a Quaker in the “vast portrait gallery”11 of Ship of
Fools. I have not endeavored to prove conclusively that any of his
actions would necessarily cause a member of the Society of Friends
even to recognize him as a frustrated Quaker. I do agree with
critics, however, who point to the characters as being people who
outwardly struggle with some burdensome inner will; and I hold
the view that Katherine Anne Porter consciously selected Quaker
ism, the religion of David Scott’s early youth, to be the cause of
David’s struggle of wills.
11Wescott, p. 48.
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SENSUOUSNESS IN THE POETRY OF
WILLIAM CULLEN BRYANT

Evans Harrington

Even before James Russell Lowell’s celebrated comparision of
William Cullen Bryant to an iceberg,1 Bryant was accused of cold
ness of heart.2 And long after the more extreme of Lowell’s remarks
had been denied, similiar criticisms continued to be made.3 Indeed
scholars of our own century have not felt inclined to exempt Bryant
completely from the charge.4 Yet modern critics generally agree
with Norman Foerster that “Bryant’s genius, after all, was by no
means altogether didactic and mortuary; sensuous pleasure ... is
prominent in his relation to external nature.”5

In a study of anything so subjective as poetry, the importance
of sensuousness, pleasure in the blandishments of the senses, is
undeniable. However much of the intellectual and spiritual one
may acknowledge in the process of poetic composition, the pro
found influence of the senses is obvious. Thus, if sensuousness
a
“prominent” feature of Bryant’s work, a systematic investigation
of it is indicated. The following observations are a result of such
an investigation.

Since sensuousness is based on the five senses, it is well to note
at the outset which of the senses seem most frequently and vividly
1 James Russell Lowell, “A Fable for Critics,” The Complete Poetical
Works of James Russell Lowell, ed. Horace E. Scudder (Cambridge Edition;
Boston: Houghton Mifflin Company, 1925),
131.
2Edgar Allan Poe, “William Cullen Bryant,” The Complete Works of
Edgar Allan Poe, ed. James A. Harrison (New York: Thomas Y. Crowell and
Co., 1902), XIII, 140.
3Harry Houston Peckham, Gotham Yankee (New York: Vantage Press,
1950), p. 193.
4Fred Lewis Pattee, Side-Lights on American Literature (New York:
The Century Co., 1922), p. 319.
5Norman Foerster, Nature in American Literature (New York: Russell
and Russell, 1958), p. 15.
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registered by the poet. In the case of Bryant one may begin by
dismissing altogether the sense of taste. Though Bryant sings with
pleasure of the planting of apple trees and of their beautiful bloom
ing, and though he describes vividly the making of maple sugar
and apple cider,6 there is nowhere in his poetry any of the gustatory
revelling of a Keats. The sense of taste, alone of the five, goes
virtually unrepresented in Bryant’s poetry.7

Not surprisingly, however, Bryant’s frequent evocations of walks
in forests and strolls along streams decidedly involve his sense of
touch. The almost omnipresent breezes of his poetry cool and
soothe him. Sometimes he even effects a tactile identification with
the breeze, as when in "Green River” a zephyr "stoops to freshen his
wings” (1,33 1. 3). But the sun and grass are tactile pleasures, too.
The poet lies languidly in a shade where the "thick turf” is "yet
virgin form the kisses of the sun” (1,92,1. 1). Not only the sun’s
warmth but also its rich light seems at times to have almost a
tactile appeal, as in "June,” where the poet visualizes his grave
and muses,
There through the long, long summer hours,
The golden light should lie (I, 136, 11. 1-2).

or in "Tree Burial,” where the mother derives comfort from the
image of her child not buried "Among the chilly clods where never
comes/ The pleasant sunshine,” but bound to the bough of a tree,
where the morning sun "Shall beam upon thy bed” and "the red
light of the evening clouds” shall lie there "sweetly” (II, 171, 11.
8-19).
6Farke Godwin, A Biography of William Cullen Bryant (New York: D.
Appleton and Co., 1883), I, 18-19.
7Now and then a thirst is slaked,” once
a death-thirst. Note: in
this survey are included 162 poems from The Poetical Works of William
Cullen Bryant, ed. Parke Godwin (New York: D. Appleton and Co., 1883) 2
vols. These 162 comprise nearly all of Bryant’s original poetry
a general
nature. Hymns and translations were disregarded: the former because they
afforded few examples of sensuous imagery and were furthermore considered,
because
their special character, not
be representative for study of this
kind; the latter because they presented insurmountable difficulties of inter
pretation as concerned Bryant’s own sensuousness. To the 162 poems from
Godwin’s edition have been added the ten included
McDowell, Appendix
I, pp. 341-358. The volume, page, and line references included within
parentheses
the text hereafter are
Godwin unless otherwise indicated.
The reference to the slaked thirst above is in I, 282, 1. 1.
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The color golden also seems to carry something of a tactile
quality in "The Song of the Sower.” Throughout the poem there
a warm glow, and in repeated allusions to the "golden seeds”
in the "mellow mould” Bryant achieves more than a visual sensation.
Here, too, occurs one of the most sensuous of all his metaphors:

Ha! feel ye not your fingers thrill,
As o’er them, in the yellow grains,
Glide the warm drops of blood that fill,
For mortal strife, the warrior’s veins; ... (II,
69, 11. 21-24).
Tactile sensation is also implicit in Bryant’s pleasure in the "un
moving shade” of trees (I, 175, 1. 1). The forest itself exudes a
kind of tactile holiness in its "dim vaults” and "winding aisles,”
with its "cooler breath/ that from the inmost darkness” comes and
its "barky trunks” and "ground,/ The fresh moist ground” (I, 131,
11. 16-27). Finally, there is another sort of tactile imagery, what
might be termed the obverse of sensuousness, imbodied in phrases
like "slimy roots” (I, 282, 1. 6). and oozy banks” (I, 83, 1. 26). But
this will be best discussed in another context.
Almost any of Bryant’s nature poetry will testify to his keen
delight in two more senses: that of hearing and that of smell. In
deed, to find this delight in lovely sounds and odors a reader need
go no further than the startling product of the poet’s old age,
"Among the Trees,” in which occurs the deeply felt question:

And when the glorious spring-time come at last,
Have you no joy of all your bursting buds,
And fragrant blooms, and melody of birds
To which your young leaves shiver? (II, 162, 11. 12-15),

or this Keatsian luxuriance:

the song-sparrow, warbling from her perch,
Tells you the spring is near. The wind of May
Is sweet with breath of Orchards, in whose boughs
The bees and every insect of the air
Make a perpetual murmur of delight,
And by whose flowers the humming-bird hangs poised
In air, and draws their sweets and darts away,
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The linden, in the fervors of July,
Hums a louder concerto When the wind
Sweeps the broad forest in its summer prime,
As when some master-hand exulting sweeps
The keys of some great
ye give forth
The music of the wood land depths, a hymn
of gladness and of thanks. The hermit-thrush
Pipes his sweet note to make your arches ring (II,
164, 11. 9-23 ).

As Bradley has pointed out, however, it is undoubtedly the visual
scene which is most outstanding in Bryant's poetry. Almost any of
the poet's descriptions of natural scenes achieves a vivid pictorial
effect. Witness "Thanatopsis" with its "hills/ Rockribbed and
ancient" and its gray old ocean "poured round all"; the "Water
fowl" darkly "painted" (as Bryant orginally expressed it8) "against
the crimson sky"; the towering, craggy "Monument Mountain";
the broad vistas of "The Prairies"; the haunting "ice palace" of
"Catterskill Falls"; the "Scene on the Banks of the Hudson"—to
choose a few almost at random. So marked is the pictorial in
Bryanfs work, in fact, that Bradley suggests the poet might under
other circumstances have become a painter.9 And elsewhere Bradley
observes,
. . . while Bryant's expression is luminously trans
parent, it is not colorless. The very precision with
which he chooses his words, especially descrip
tive words of form, colour, and motion, and limits
them to those that best render the desired effect,
while it often detracts from the musical flow of
his numbers,
 heightens the painter-like quality
which makes a constant appeal through the eye
. . . . It is as if he were handling lines and colours,
not the mere symbols of these
with the
added advantage of being able to suggest that
perpetual
of wind-blown grass and moving
8Godwin, Poetical Works, I, 334,
9William
Bradley, William Cullen Bryant ("English Men of
Letters”; New York: The
Co., 1926), p. 209.
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shadows that must forever remain suspended in
any vision of nature as rendered by the painter.10
The most vivid and individualistic sense impressions of Bryant’s
work are in his descriptive-meditative poems, like “Thanatopsis”
and “ Forest Hymn”; and it is largely from this group of poems
that the illustrations in the preceding paragraphs have been drawn.
Bryant’s work includes, however, a substantial number of poems
in which the sense impressions are not at all vivid or individualistic.
Yet the very triteness of these poems, together with a pattern which
they reveal, seems significant for an understanding of Bryant’s
response to nature. The poems of this group include most of those
about Indians and hunters, most of those about the few other
primitives whom Bryant treated, and certain miscellaneous poems
dealing with natural objects but conceived in a highly conventional
fashion: for example, “The Rivulet.”

The pattern which emerges from these poems is the marked
reappearance of certain animals, natural objects, or pheonomena,
usually of a sort to call forth a sense impression. Thus winds under
various names—zephyrs, breezes, “breaths,” and airs—are almost
always blowing. A streamlet, rivulet, river, or brook “prattles,”
“dimples,” or “bickers.” Flowers, often single violets, nod on weedy
brinks. Dew glistens; deer or fawns shrink in forest glens; bees buzz
and birds pipe. And always, in these poems, the elements are
highly stylized; almost never is there an individualistic stroke of
description. Interestingly enough, moreover, it is in poems drama
tizing dreams, reveries, memories, and sentimental sorrows that
this pattern is best exemplified, as though it constituted a kind
of sentimental ideal or escape fantasy. This Romantic stereotype
would come forth most strongly when Bryant’s imagination was
working most feebly, of course; but the fact that the stereotype
was there, undoubtedly even behind the most vivid and individ
ualistic strokes of description, seems significant. Readers interested
in observing the pattern might read successively “The Rivulet”
(I, 255), “A Dream” (I, 300), “The Hunter’s Serenade” (I, 209),
and “A Maiden’s Sorrow” (I, 308). In “ Dream” nearly all the
elements of the pattern are packed into two brief stanzas:
10Ibid., pp. 128-129.
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Earth, green with spring, and fresh with dew
And bright with morn, before me stood;
And airs just wakened softly blew
On the young blossoms of the wood.
Birds sang within the sprouting shade,
Bees hummed amid the whispering grass,
And children prattled as they played
Beside the rivulet’s dimpling glass (I, 300, II. 5-12).

Before a general assessment of the quality of Bryant’s sensuous
ness is attempted, two other aspects of it need to be noted: first,
the kinds of natural objects and phenomena which seem to have
attracted him most and elicited from him the most vivid responses;
and, second, his manner of expressing the sensations in verse.

Foerster was the first to note Bryant’s delight in wind. Pointing
out that the poet devoted nine entire poems to that element,11
he says:
"O Life! I breathe thee in the breeze,” is almost as
typical of [Bryant’s] poetry
the view of nature
as "the great tomb of man.” ... If anything in
nature is endowed by Bryant with spirituality, it
is the wind—"heaven’s life-breathing wind,” "the
breath of God.”12

McDowell notes the almost invariably amorous nature of Bryant’s
winds,13 and goes on to demonstrate the "even keener joy” with
which Bryant "welcomed violent storm and tempest. 14 He did not
point out, however, that in "The Hurricane,” Bryant not only waited
"with a thrill in every vein” for the "Silent and slow, and terribly
strong” hurricane, but when it at last arrived he saw its "huge and
writhing arms” as

11 Foerster, pp. 11-12.
12lbid., pp. 12-13.
13Tremaine McDowell, William Cullen Bryant (New York: American
Book Co., 1935), intro., p. xxxvii.
14Ibid.,
xxxviii.
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. . . bent
To clasp the zone of the firmament,
And fold at length, in their dark embrace.
From mountain to mountain the visible space!
(I, 196, 11, 942).
Perhaps because "The Wind
the Stream is rather ludicrous, no
one has pointed out, either, the bold dalliance in it of a wandering
breeze with a "softly-gliding, bashful stream.” when the breeze

. . . put the overhanging grasses by,
And softly stooped to kiss the stream (II, 49, 11. 9-10),
the water
Shot upward many a glancing beam,
Dimpled and quivered more and more, (II, 49, 11. 14-15).

Indeed, after viewing Bryant’s treatment of wind one feels that,
to paraphrase Foerster, if anything in nature is endowed by Bryant
not only with spirituality but with sensuality (and the if is in either
case a large one) it is the wind.
McDowell states that Bryant wooed rains, storms,
breezes
"most persistently of all things in nature, but this statement, while
emphasizing real enthusiasms of Bryant, is not quite accurate. For
Bryant actually devotes
poems to rivers, streams, and oceans
than to any other
aspect of nature, more even than to the wind.
Besides the
and brooks which play through many of his
on other subjects, nine rivers, rivulets, fountains, and streams
are the exclusive subjects of poems.15 Two more poems are devoted
to the ocean,16 and in two others, rivers and oceans play a major
role.17 Nor is the importance of streams and oceans merely quantita
tive. Green River, in the poem of the same name, inspired some of
Bryant’s most sensous images and some of his happiest combina
tions of description with meter. A stream and
ocean, more
15"Green River” (I, 31), "The Rivulet” (I, 82), "A Scene on the Banks
of the Hudson” (I, 193), "To the River Arve” (I, 217), "Catterskill Falls”
(I, 268), "The Fountain” (I, 282), "The Stream of Life” (II, 11), "The
Wind and the Stream” (II, 49), and "The River, by Night (II, 53).
16"A Hymn of the Sea” (I, 310), and "The Tides” (II, 89).
17"Sella” (II, 99), and "The Flood
Years” (II, 188).
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over, furnished him in "Sella” with one of his only two sustained
fantasies: a pair of graceful and richly sensuous poems which
Bradley has called, not wholly accurately, "quite unlike anything
else in his work.”18

The other fantasy in question, "The Little Children of the Snow,”
is, in fact, an excellent example of a kind of sensuousness often
overlooked in Bryant. The number of poems which he devoted
exclusively to winter scenes
small. Besides this one there are
only "A Winter Scene,” "Catterskill Falls,” and "The Snow-Shower.”
But the rich fancifulness in them, the unusually detailed and strik
ing images, and the noticeable quickening of the language suggest
more than a coincidence in the fact that Bryant’s autobiographical
description of his boyhood love of nature contains a preponderance
of references to winter scenes;
I was always from my earliest years a delighted
observer of external nature—the splendors of a
winter daybreak over the wide wastes of snow
seen from our windows, the glories of the autum
nal woods, the gloomy approaches of the thunder
storm, and its departure amid sunshine and rain
bows, the return of spring, with its flowers, and
the first snowfall of winter. The poets fostered
this taste in me,19 and though at that time I rarely
heard such things spoken
it was none the
cherished in my secret mind. Meantime the school
which I attended was removed to the distance of
a mile and a quarter from our dwelling, and to it
in winter we went often across the fields over
the snow—when it was firm enough to bear us
18Bradley,
179.
19To the knowledge of the present writer, no
has called attention
to the fact that Cowper’s The Task, Book V, 11. 110-164, contains palace
of ice very much like those in Bryant’s “A Winter Piece” Little People of
the Snow,” and Catterskill Falls.” The parallels,
general treatment, par
ticular details, and
turns of phrase, are remarkable,
the case
of “A Winter Piece.”
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without breaking the glazed surface.20 Then the
coming and going was a joyous pastime.21
Reference to snow and brief treatments of it are scattered through
out Bryant’s work, of course, notably in “The Two Travellers” and
“The Apennines.” Interestingly enough, in the former poem snow
symbolizes death, as it does in “The Little People of the Snow,”
“Catterskill Falls,” and “The Snow-Shower.” In “The Apennines”
it is associated with purity, as it is throughout Bryant’s treatments

of it. In this connection it should be noted
that water, too, when
not polluted by proximity to “the haunts of men,” is conceived by
Bryant as pure (II, 56, 11. 22-24), and is also associated with
death.22 The connection between ice and snow, water, purity,
death, Bryant’s Puritan inheritance of the Calvinistic tendency to
negate natural life as depraved, and the poet’s escape during the
“depraved” Civil War years into fantasies of snow and water, is
at least provocative.

It becomes even more provocative, in fact, when one considers
that it is death, that most unnatural of all natural phenomena,
which elicits the keenest and most persistent response of the senses
from Bryant. This response
of course, not properly defined as
sensuous in the narrow meaning of that word; rather, as mentioned
earlier, it is the obverse of sensuousness, though in such a phrase
as “the oak/ Shall send his roots abroad and pierce thy mould”
(I, 18, 11. 12-13) one wonders if there not a touch even of the
sensuous. Sensuousness or revulsion, however, the impressions are
vivid in the poetry. Whether Bryant is constructing an image of
the earth as the tomb of man in “Thanatopsis,” or translating the
abstract killer Time into “The Flood of Years,” always death, the
grave, the decayed flesh of all the ages is present. Indeed if, as
Foerster says, it would be absurd to list Bryant’s poems about nature
because the list would read like a table of contents, it would be for
the same reason even more absurd to list those about death.
20Cf. “A Winter Piece/ (I, 36, 11. 13-17).
21 Godwin, Biography, p. 25.
22See, among others, The Flood
Years” and “The Snow-Shower,”
in the latter
which the two symbols are brought together.
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But if one concentrates on the evidence of Bryant’s senses in
his preoccupation with death, certain interesting traits appear. First,
there is a physical revulsion at the mere thought of cessation of
bodily and mental life. Several poems of Bryant’s youth—“Not That
from Life, and All Its Woes,” “A Chorus of Ghosts,” and “They
Taught Me, and It Was a Fearful Creed,”23—form a good supple
ment to “Thanatopsis” in this connection. The young Bryant finds
no consolation in talk of the release from the woes of life which
death brings. He does not care to hear from “flatt’ring verse” that
“this head” shall “repose in the low vale most peacefully” (350,
11. 1-4). There is, in fact, a “sacred dread of death” which “chills”
his “very soul” (350, 11. 7-11). He shudders at “that breathless
sleep,/ That night of solid gloom” (351, 11. 25-26). He envisions
his “glazing eye” and “house of clay” (352, 11. 29-31). He protests
at the “fearful creed” that God abandons “to the eternity of dark
ness” human “thought and its organs” (352, 11. 1-4).

It is true, of course, that even by the time of “Thanatopsis” Bryant
had begun to achieve a kind of composure in the face of death
and shortly thereafter had even begun to write his own species
of “flatt’ring verse” to it. But the poignant lines at the end of
“Hymn to Death” (I, 51, 11. 4-20) show that despite his new hope
in “the bosom of God,” Bryant’s horror of death had not changed:
“Oh, cut off/ Untimely when thy reason in its strength, . . .” and
“Shuddering I look/ On what is written, . . .” Nor should one think,
on the strength of the many later expressions of confidence in an
after-life, that this horror greatly diminished for Bryant as he grew
older. In his early forties he was writing “Life” and “Earth’s Chil
dren Cleave to Earth,” both eloquent expressions of how earth’s
“frail/ decaying children dread decay” (I, 265, 11. 1-2). And to
skip over many similar poems, in 1876, two years before his death,
he was grieving in “The Flood of Years” for “all the sweet lives
that late were overwhelmed” (II, 192, 1. 23).
But, as indicated in some of the above quotations, it seems
possible that the revulsion of Bryant’s senses was even stronger
against the grave—or maybe simply burial in the ground itself—
23Page and line numbers for these three poems
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than against the cessation of life. References in three of his early
poems to the “eternity of darkness” and “night of solid gloom” have
already been noted. In one of the same poems, “A Chorus of
Ghosts,” Bryant speaks of the grave as a “couch of iron rest,” a
“dreamless bed” (351, 11. 1-2), a “low and narrow cell” (1. 6).
Its walls are cold and dark; and, “unfelt, the enclosing clods”
keep guard above the corpse (11. 9-12). With these impressions
should be compared the “sad images” in “Thanatopsis” of “the
stern agony, and shroud, and pall,/ And breathless darkness, and
the narrow house” which, according to the speaker, make one “to
shudder, and grow sick at heart” (I, 17, 11. 10-13). It should be
remembered, too, that in “Thanatopsis” occurs the previously cited
image of the oak tree’s piercing the auditor’s mould.

It may be argued that these images are merely the result of the
youthful Bryant’s reading of Blair and Kirke White, or that at the
most they express only a temporary state of religious upheaval.
And it is true that as he advanced in age Bryant used fewer and
fewer such direct and mordant images of the grave. It is true, also,
that more and more frequently he expressed a hope for some form
of happy after-life. Yet at sixty-five he was still envisioning “the
clammy clay” as his resting place (II, 78, 11. 9-16), and at seventyfour he was still grieving for loved ones laid “in their last rest,/
their little cells,” to be seen no more (II, 164, 11. 4-5).
In view of his emphasis on the darkness, coldness and under
ground dissolution in the grave, moreover, it is interesting that
some of his most successful poems, filled with some of his most
sensuous images, were descriptions of graves which avoided these
qualities.
A cell within the frozen mould,
A coffin borne through sleet,
And icy clods above it rolled,
While fierce the tempests beat—
Away!—I will not think of these—
he tells us in “June” (I, 135, 11. 10-14), and then he proceeds to
evoke that warm grave in the richly sensuous golden light described
in a passage previously quoted.24
24See the fourth paragraph of this paper.
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But even earlier, in “The Indian Girl’s Lament,” he had pictured
that sorrowful maiden as telling her buried lover that she had
pulled away shrubs which had grown too close above the head
of his grave, and had broken away the boughs that had shaded
the “bed/’ so that, . . . shining from the sweet southwest,/ The
sunbeams might rejoice thy rest” (I, 68, 11. 7-12). And in a poem
written in his sixties, “A Sick-Bed,” he had achieved a strikingly
similar effect while dealing with a subject strikingly different.
But bear me gently forth
Beneath the open sky,

a dying person pleads,
Where, on the pleasant earth,
Till night the sunbeams lie (II, 58, 11. 13-16).

And gradually the reader realizes that this “sick-bed” so pleasantly
described is actually a grave.

Perhaps the most significant poem of this kind, however, is “TreeBurial,” written six years before the poet’s death. Here as the
Indian mother talks to her dead child, whom she has suspended
in animal skins and bark from the bough of a tree, the invocation
of sunlight, breeze, star shine, bird song, and flower scent has a
quiet, clean joy about it, a strangely tonic quality, almost hygienic,
as of the dry, immensely rarified air of mountain climates. One is
reminded of Bryant’s Puritan heritage, and even, despite the
obvious differences, of one of his striking descriptions of his native
New England air on a day after a snowstorm:
. . . The pure keen air abroad,
Albeit it breathed no scent of herb, nor heard
Love-call of bird nor merry hum of bee,
Was not the air of death (I, 35, 11. 18-21).
And, by contrast, by the vivid gap of its absence, one is reminded
of the darkness, closeness, clamminess, coldness, and root-slimy
disintegration in a subterranean grave.

Before leaving this subject, however, it is necessary to note
Bryant’s curiously contradictory attitude toward earth and man.
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For despite his apparent horror of burial in the earth, the earth
itself was not evil or polluted to him, except as it was soiled by
man's sins. Witness the poems "Earth" and "The Apennines," as
well as the lines in "The River, By Night," where it is pointed out
that the cruelties
injustices of man have stained nature (II,
56, 11 22-24). Witness, too, "Inscription for the Entrance to a
Wood";

Thou wilt find nothing here
Of all that pained thee in the
of men,
And made thee loathe thy life. The primal curse
Fell, it is true, upon the unsinning earth,
But not in vengeance (I, 23, 11. 9-13).
Yet almost the entire surface of the earth has been the scene of
man's wickedness and suffering. The plough is constantly striking
"the scattered bones" (I, 191, 1. 4), and Bryant is constantly stand
ing upon the "ashes" of a previous generation (I, 45, 1. 7). In
fact, only high peaks such as those of "The Apennines" are pure, as
Bryant points out in the revealing lines;

Yet up the radiant steps that I survey
Death never climbed, nor life's soft breath, with pain,
Was yielded to the elements again (I, 244, 11. 16-18).
Thus earth is the vast grave of "Thanatopsis," and
such a
constant source of somber reflections, if not outright revulsion. Yet
she is also the mother of man, and in the poem "Earth" Bryant
can lie on her "breast" and listen to her "mighty voice" complaining
at the wrongs done her. He can even ask her "What then shall
cleanse thy bosom, gentle Earth/ From all its painful memories"
of human guilt. Not all men are wicked, however; there are "all
the sweet lives" mentioned in "The Flood of Years." The earth,
therefore, as mother, grieves for them; and, in a passage which
curiously mingles revulsion and sensuousness, Bryant grieves with
her;
Their graves are far away
Upon thy mountains; yet, while I recline
Alone, in darkness, on thy naked soil.
The mighty nourisher and burial place
Of man, I feel that I embrace their
(I, 239, 11. 15-19).
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At this point Leonard’s emphasis on the primitive nature of
Bryant’s imagination comes forcibly to mind. Truly, there seems
to be little philosophy, as such, in his attitudes toward life and
death, man and nature. His pleasure 'in the happier aspects of
nature, his fear of death and the tomb, his mingled revulsion and
fondness for the enigmatic old earth-mother is indeed scarcely more
complicated than “the simple thought that personifies and capital
izes.”25 It is true also that there is a pagan emphasis in Bryant on
“the phenomena of life as life, on death as death,” just as Bryant’s
assurance of immortality scarcely touches the usual intricacies of
theology and philosophy but rests “mainly on primitive man’s desire
to meet the loved and the lost, the father, the sister, the wife.”26
Understanding Bryant in this way, one may also agree with Leonard
that the poet’s previously observed love of fairyland is

“. . . one more manifestation of the primitive in
Bryant (for the fairy-tale is, as the anthopologists
tell us, among the most primitive activities of
man) as dreamer and poet.”27
The relationship between a poet’s sensuousness or revulsion and
his use of poetic rhythm, rhyme, vowel- and consonant-harmonies,
and diction is, of course, a highly ambiguous matter. Yet no one
with a feeling for poetry and nature could read lines like the fol
lowing from “Green River”—

Yet pure its water—its shallows are bright
With colored pebbles and sparkles of light,
And clear the depths where its eddies play,
And dimples deepen and whirl away,... (I, 31,11, 9-12) —
or these from “June,” previously quoted in part—
There through the long, long summer hours,
The golden light should lie,
And thick young herbs and groups of flowers
Stand in their beauty by;
25William Ellery Leonard, “Bryant and the Minor Poets,” Cambridge
History of American Literature, ed. William P. Trent et al. (New York: The
llan Co., 1931), I, 266.

26Ibid., p. 266.
bid.,
27
p. 273.
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The oriole should build and tell
His love-tale close beside my cell;
The idle butterfly
Should rest him there, and there be heard
The housewife bee and humming-bird (I, 135, 11. 19-27) —
without recognizing not only that such a relationship clearly exists
but also that it plays an important part in Bryant’s poetry. As a
matter of fact, critics since the time of Poe—and he foremost among
them—have agreed in praising Bryant’s ability to make "the sound
the echo of the sense.”28 Though it is perhaps in his predominantly
lyric poems and his fantasies that this "verbal sensuousness” ap
pears most immediately, the quality is no less present in his other
work. The following lines from the quietly meditative "A Winter
Piece” probably owe much to Wordsworth,
Lowell suggested,29
but the tone, cadence and modulation are those in which Bryant
spoke consistently throughout his poems of this sort; and the deli
cate observation, with the precise union of sense and sound, is, in
the opinion of one reader at least, superior to Wordsworth’s.

Nor was I slow to come
Among them, when the clouds, from their still skirts,
Had shaken down on earth the feathery snow,
And all was white ... (I, 35, 11. 15-18).
Again the wildered fancy dreams
Of spouting fountains, frozen
they rose,
And fixed, with all their branching jets, in air,
And all their sluices sealed ... (I, 37, 11. 14-17).
Bradley has well described Bryant’s use of meter in his didactic
poetry. Pointing out that Bryant rarely failed to choose the proper
meter whatever his subject, he continues:

It is invariably for the more impressive themes,.. .
that he employs the blank verse which he knew
28Poe, IX, 291.
29Lowell, p. 132.

https://egrove.olemiss.edu/ms_studies_eng/vol7/iss1/12

46

Editors: Vol. 7 (1966): Full issue

40

Sensuousness

in the

Poetry

of

Bryant

how to handle with a firm grasp and with a
variety of pauses that made it an instrument both
of elasticity and of power. In many of these poems
there is, not passion precisely, but a kind of
eloquence that is his single escape from the
atmosphere of tender and pervasive sentiment
in which he habitually dwelt. In these moods he
passes from the descriptive and reflective vein
into a strain of direct invocation, as if engaged
in the ritual of a sublime worship of nature.30
The handling of physical Retails in such poems as "Thanatopsis,”
"To a Waterfowl,” “ Forest Hymn,” "Hymn to Death,” and "The
Flood of Years” fully illustrates Bradley’s point.

It will be noticed, however, that in the preceding quotation
Bradley declares the eloquence of the moral hymns to be Bryant’s
"single escape from the atmosphere of tender and pervasive senti
ment,” and thus he echoes the long-standing charge, noted at the
beginning of this paper, that Bryant lacked passion, was somehow
cold. It
now time to consider whether a survey of Bryant’s
sensuousness in any material way alters that opinion.
The answer to that question, however, depends to some extent
on what meant by the charge of coldness. If it is meant to imply
that Bryant himself had little feeling, little animal pleasure in or
human emotion for nature, friends, loved ones, and man in the
aggregate, then a study of his sensuousness indicates an emphatic
denial. On the contrary, it may be maintained that the simple, in
Leonard’s phrase the "primitive,” emotions and instincts and sense
perceptions are the very things which animate the vast majority of
Bryant’s poems. It even seems probable that it is precisely Bryant’s
abundance of feeling and poorness of intellect or imagination which
limits him most as a poet. That is, if he had possessed a greater
analytical power, with the accompanying strength of imagination
to put the fruits of analysis into effective poetic form, he might
have transcended the limitations of his age and environment, might
30Bradley, p. 127.
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not have reflected so clearly the sentiment of Blair, Kirke White
and Cowper and the restraint of his Puritan forebears.31

For if, on the other hand, it meant by the charge of coldness
simply that Bryant almost never wrote ‘poetry that is more ‘sensuous
and passionate’ than is rhetoric,”32 one is forced to agree. The
precise reasons for this failure must probably forever remain un
certain, but it seems worthwhile to point out Marvin Herrick’s
contention that the rhetoric of Puritan sermons and the aesthetic
theories of eloquence and sublimity current in Bryant’s day com
bined to limit, in large part, the poet’s ability to express naked
emotion.33 Certainly, also, the Puritan strictures against uncurbed
imaginations played their part in shaping the poet who could
declare, in a lecture of 1825:
There are exercises of the imagination, it must
be confessed, of too gross and sordid a nature to
be comprised within the confines of any divine
art—revellings of the fancy amid the images of
base appetites and petty and ridiculous passions.
These are the hidden sins of the heart, . . .34

The temperament which emerges from a study of Bryant’s sensu
ousness is gently sensitive, moral, altruistic. It suggests a person
not particularly original either in the perception or expression of
his universe, so that a reader can wonder how much of his pre
occupation with death or his pleasure in nature came directly
from him and how much was a literary fashion, even in his most
sincere moments. There is some evidence that by a native fastidi
ousness and fancifulness he was more naturally inclined toward
dreams, pleasures of the senses, and melancholy at life’s transient
nature than toward an active, self-restrained career. But if such
was the case, outside influences or a counterbalancing quality in
31Leonard, p. 275; Henry J. Sedgwick, Jr., “Bryant’s Permanent Con
tribution to Literature,” Atlantic Monthly, LXXIX (April, 1897), 541-542.
32Marvin T. Herrick, Rhetoric and Poetry
Bryant,” American Litera
ture, VII (1935), 194.
33Ibid.
34William Cullen Bryant, “On the Value and Uses
Poetry,” in Mc
Dowell, p. 194.
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his temperament—or, more likely, both—enabled him to control even
the "wayward” emotions he might feel, so that he produced poetry
in which the most powerful emotions were almost invariably the
most moral, and the “escapes” into sensuousness and fairyland
were held to a very small number and kept within proper moral
bounds even when allowed.
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SOME ANTECEDENTS OF THE
PUPPET PLAY IN BARTHOLOMEW FAIR

by James E. Savage

The literary antecedents of the Puppet Play in Jonson’s Bar
tholomew Fair have been generally listed as two: The Marlowe/
Chapman Hero and Leander, and the Edwards play, Damon and
Pythias.1 It is my wish to add a third item to this list, the Lenten
Stuffe of Thomas Nashe, for it is here that Jonson might have found
in juxtaposition the stories of the Hero and Leander and King
Dionysius, who is associated with Damon and Pythias in Jonson’s
play. The question of this juxtaposition is of importance since what
Jonson has produced in the Puppet Play is a new action carried
on jointly by the four characters Hero, Leander, Damon, and
Pythias, rather than a recapitulation of the action found in either
of the sources.

That he is indebted to Marlowe, Jonson very quickly makes
clear, by two exact quotations from Hero and Leander: “Guilty of
true loue’s blood” and “the other, Sestos hight” (V,111,112,113).2
Other details used by the playwright are the Thames for the
Hellespont; Puddle Wharf for Abidus; the Bankside for Sestos; the
intervention of Cupid, in the person of Jonas the drawer; and not
a candle’s end, but a whole candle, for the light in the tower—
proposed, but not used. Needless to say, Jonson does not borrow
any of Marlowe’s poetry, or his romantic approach to the meeting
of the lovers.
Jonson’s use of Damon and Pythias, by Edward Richards, is of
1C. H. Herford, Percy and Evelyn Simpson, Ben Jonson (11 vols.; Ox
ford: The Clarendon Press, 1925), X, 209. This edition will be the source
of all passages from Bartholomew Fair, and the quotations will be noted in
the body of the paper by act, scene, and line.
2Phyllis B. Bartlett (ed.), The Poems of George Chapman (London:
Oxford University Press, 1941), p. 112.
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the same casual sort. The two friends are associated with Dionysius
(The Younger), Tyrant of Syracuse. They quarrel—not as in
Jonson’s play, over the favors of Hero—but over the question of
which shall die for the other. Dionysius becomes their friend, but
not a keeper of a school, and not a ghost. And Pythias is to the
executioner a “pretty boy,” as to Lanthorne Leatherhead he is
“pretty Pythias.”
The relationship between the Puppet Play and Nashe’s Lenten
Stuffe first becomes apparent when Nashe, who is glorifying the
Red Herring, casually uses the herring to expound the myth of
Dionysius and Jupiter.3 Nashe’s Dionysius was “a good wisefellow,
for he was afterwards a schoolemaster and had played the coatchman to Plato, and spit in Aristippus the Philosopher’s face.” Ac
cording to Nashe he went to Corinth, “of a tyrant to become a
frowning pedant and schoolmaister.” Nashe has confused two en
tirely different men of the name Dionysius, one who was, ac
cording to Diogenes Laertius, the teacher of Plato, and the tyrant
whose name associated with the names of Damon and Pythias.4
Jonson’s Dionysius was a schoolmaster in a Scrivener’s gown, and
a ghost besides.

Nashe’s playful account of how the subjects of Dionysius believed
the red herring to be Jupiter in one of his many forms, and of how
Dionysius disabused them of the belief—“flead him, and thrust him
downe his pudding house at a gobbe”—leads him by his own
strange logic, into an account of “howe the Herring first came to
be a fish.”
Nashe gives credit for part of his account of this metamorphosis
to “diuine Musaeus” and to a “diuiner muse than him, Kit Marlowe.”
In Nashe’s rollicking version of the tale, Leander dwelt at Abidos,
and “his mistris or Delia” at Sestos. They were assisted in their
loves by Cupid, and by a nurse—a “mother Mampudding.” Nashe’s
story envisions a seven-day contention between the Wind and the
Hellespont. Leander braved it, his body was washed up at the
3R. B. McKerrow (ed.), The Works of Thomas Nashe (6 vols.; London:
Sidgwick and Jackson, Ltd., 1910), III, 194-201.
4Diogenes Laertius, Lives of Ancient Philosophers, trans. R. D. Hicks
(2 vols.; London: William Heinemann, 1925), I, 279.
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foot of Hero’s tower, and she, when she could not reach his body,
resigned herself to the “boystrous woolpacks of ridged tides.”

The Gods in assembly-according to Nashe—grieving at what
had transpired, determined a suitable destiny for Hero: she be
came that “flanting Fabian,” “Cadwallader Herring.” Leander,
who in destiny as in life must be separated from her, became the
Ling, and must inhabit the “vnquiet cold coast of Iseland.”
My suggestion that Jonson was influenced in writing his Puppet
Play by Nashe’s Lenten Stuffe rests on three fairly minute rela
tionships. The first is that his treatment of Dionysius,
has been
already suggested, is closer to that of Nashe than to any other
source he might have used, such as Edwards or Diogenes Laertius.
The second is the association of Jonsons Hero with herring—‘She
is come over into Fish-street to eat some fresh herring.” The third
is the injection rather forcibly into his dialogue of the word “Fab
ian.” Hero— the herring—was “of all fishes the flanting Fabian.”
In Jonson’s play Pythias and Damon “under their clokes they have
of Bacon a gammon.” But Hero, “will not be taken, after sacke,
and fresh herring, with your Dunmow-bacon.” The dialogue con
tinues:

PVP.P. You lye, it's Westfabian,

LAN. Westphalian you should say. (V,iv, 322,323)

Such a passage is certainly an effort to make something of the
word “Fabian”—though of course it is not necessarily Nashe’s “Fab
ian.” The likelihood, however, that Lenten Stuffe was in Jonson’s
mind at the time of writing Bartholomew Fair is increased by two
other circumstances: in it Nashe pays Jonson a graceful, if unde
served, tribute on The Case Is Altered; and Lenten Stuffe was
written during Nashe’s “exile” after the unfortunate incidents as
sociated with the lost Isle of Dogs with which Jonson was also
associated.
II

For clarity in the references I shall make later, perhaps a little
account of the conduct of the Puppet Play should be given. In
his History of the English Puppet Theater, George Speaight sug
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gests that Jonsons small actors were finger puppets; that the
puppets exchanged their gibes and blows as they appeared above
the top of a small stand.5 Leatherhead, now “Lanthorne,” in his
own person describes the manner in which, at first sight, near
Puddle Wharf, after Hero has been rowed across the Thames by
Puppet Cole, the waterman, Hero and Leander were smitten with
mutual love; and he tells how Cupid, disguised as Jonas the drawer,
in a private room at the Swan, forwarded their union. In his own
person also he tells of the arrival of Damon and Pythias at the
tavern to break up their arrangements. Lanthorne, when he inter
venes, is beaten—not badly—by the Puppets Damon and Pythias.
Leander, though urged by Lanthorne, interferes only to the extent
of calling Damon a "‘Goat-bearded slaue” This exchange has been
conducted in language highly offensive to the ears of modern
critics, but its only consequence is that Hero is labelled “whore,”
and soundly beaten about the “handles.” It is only after these
events are concluded that the puppet, Ghost of Dionysius, enters
the dialogue, to demolish the Puritan Busy in the argument about
the respectability of players.
When commentators on Bartholomew Fair arrive at the Puppet
Play, many tend to pass it over in embarrassed silence, pausing
merely to castigate its bad taste; a few give a hasty statement
its function in the play.6 I wish to offer, not the argument, but
merely the speculation, that its internal significance may be a
little greater than most critics have allowed. I suggest that, along
with the three literary antecedents mentioned above, contem
porary events of 1613-1614 contributed much to the shaping
and flavor of this contrivance—that Jonson may be saying that
5George Speaight, The History of the English Puppet Theatre (New
York: John de Graff, 1955), pp. 57-60.
6C. G. Thayer, Ben Jonson (Norman,
University of Okla
homa Press, 1963), speaks
“excruciatingly obscene forms” in it, and notes
that it “reduces a classical theme
ludicrous absurdity” (pp. 152, 153). To
Herford and Simpson it is
“hideous burlesque of Hero and Leander9 (I,
145). To J. J. Enck
Jonson and the Comic Truth (Madison, Wisconsin:
The University of Wisconsin Press, 1957) it “rounds out the play
ex
hibiting what the Smithfield men and women are not” and “becomes the
critic
the men who misunderstand the Fair” (p. 199). To Eugene M.
Waith (ed.), Bartholomew Fair (New Haven, Connecticut: Yale University
Press, 1963), it is an “appalling vulgarization of the stories of Hero and
Leander and Damon and Pythias” (p. 17).
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recent matters at the court are even less palatable than the obvious
iniquities of the Fair. The matters of court to which I refer are of
course those surrounding the Essex divorce.
The course I am about to take is a tortuous one, and it will lead
at most to fragile and inconclusive evidence concerning the point
I propose, that the Puppet Play contains references to contemporary
events. Along the way it will be advisable to touch on certain spe
cific points; that Jonson normally makes the fullest use of his ma
terial in terms of action, of characterization, of comic comment, or
perhaps of overt didacticism, and that he does not apparently make
such use of the text of those parts of the Puppet Play which con
cern Hero and Leander and Damon and Pythias; that Jonson was
in a position to have some knowledge of the goings-on associated
with the great nullity action; that he did during the years 16131615 glance in his plays at contemporary matters; that he does in
fact, in the text of Bartholomew Fair itself, alert his audience to
expect something contemporary; and that the attitude of con
temporary Londoners toward participants in the nullity proceed
ings was not necessarily that taken by modern historians.
The booth in which the Puppet Play takes place is the locus for
all the comic resolutions in the play, but not one line of it, except
the addendum between Zeal-of-the-Land Busy and the Ghost of
Dionysius, contributes in any way directly to the punishment or
reform of any character.7 Humphrey Waspe loses his authority
over Bartholomew in the booth, but before the Puppet Play for
mally begins, and largely
a consequence of Humphrey’s pres
ence in the stocks. Justice Overdoo reveals himself immediately
after the confutation of Busy, but his realization that he is only
“Adam, Flesh and blood” comes through the revelations of Quarlous, and as a consequence of activities before the Puppet Play.
The list could be lengthened to include the comic fates of Dame
Purecraft, of the Little-wits, John and Win, of Mistress Overdoo—
indeed all the visitors to the Fair except Bartholomew—all of which
are resolved in the booth, but not resolved in any sense by the
7For an excellent article dealing with these resolutions see Bartholo
mew Fair and its Puppets," by Jonas A. Barish, MLQ, XX (March, 1959),
3-17.
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dialogue among puppets Hero, Leander, Damon, Pythias, and their
mentor, Lanthorne Leatherhead. Only Bartholomew Cokes is visibly
concerned with the dialogue, and he
at the end precisely the
same Bartholomew whom we met in the first act. Not only are the
lines of the Puppet Play not concerned in the action, but it is almost
equally apparent that they serve none of Jonson’s other usual pur
poses: they are surely not intended for attack, or praise, by way
of parody, on Hero and Leander; nor is there any overt didacticism,
unless it should be construed as a moral lesson that Mistress Hero
is beaten, and that Puppet Jonas takes up the “brawle” with the
“word”—“Whore-masters all.”

Though the visitors to the Fair are all given appropriate comic
punishments or cures, the denizens, the professionals, of the Fair
all escape the justice of the comic poet, even the cutpurse Edgworth whose exploits become known to all. Ursula and Leather
head, Joan Trash and Whit the bawd are subjected to no con
sequence, no moral judgement. It seems not inappropriate to as
sume that they are the world—life—which is
it is—the locale of
man’s journey—, as of Bunyan’s Pilgrim’s, and that only the visitors
to that Fair are to be judged, as they manifest, each in his own
way, their follies or illusions. Ursula, according to Busy, has “the
marks upon her of the three enemies of man, the world, as being
in the Faire, the Devill, as being in the fire; and the Flesh, as being
her selfe.” If one entertains this idea, then—since the Puppet Play
and its booth are part of the Fair—the question arises as to what
segment of the world the Puppet Play represents. And it is not
far to another assumption—that it may be the Court of James.
Certainly that court was
superficial—as far removed from reality
—as the puppets. And certainly it could produce for the Londoner,
the Englishman, consequences as revolutionary
those meted out
to the travellers in Jonson’s comic world. Whether or not such an
assumption be of any validity, it is certain that the most notorious
concerns of that Court in 1613 were the matters of the Essex
divorce, and that they were in some degree known to most English
men, and were, on the whole, disapproved of by them. This is
Gardiner’s assessment of the situation:
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For four months the trial had formed the general
topic of conversation wherever men met together
in public or in private. The effrontery of the
Countess, the shameless meddling of the King
and of the courtiers, the truckling subserviency
of Neile and his supporters, were discussed with a
remarkable unanimity of abhorrence in every
corner of the land. The sober stood aghast at
James’ disregard for the decencies of life, whilst
the lighthearted laughed at the easy credulity
with which he took for granted all the tales of a
profligate woman.8
And probably they were not unknown to Ben Jonson. "Before
the end of June, 1613, at latest, Jonson had returned home [from
his unhappy experience abroad as tutor to Sir Walter Raleigh’s son]
and parted with his pupil.”9 The principals in the affair were these:
on the one side, Robert Devereaux, Third Earl of Essex; the Earl
of Southampton; and William, Lord Knollys, great uncle to young
Essex;10 on the other side, Lady Essex, the former Frances Howard;
her father, the Earl of Suffolk; her great-uncle, the Earl of
Northampton; the favorite, Robert Carr, Lord Rochester, later Earl
of Somerset; and among, but not altogether of these, the ill-fated
Sir Thomas Overbury. That Jonson had some contact with most
of these principals is made evident in his poems, and in the Con
versations with Drummond. One of the Epigrams (LXVII) is ad
dressed to the Earl of Suffolk, probably soon after Suffolk was
instrumental in Jonson’s release from imprisonment in connection
8Samuel R. Gardiner, The History of England (10 vols.; London: Long
Green, and
1885), II, 174.
9Herford and Simpson, I, 69. The passage continues: On June 29 he
was in London, and witnessed the swift destruction
the Globe by fire,
during the performance
Henry VIII. He appears
have resumed at
his ordinary
Bartholomew Fair, played in October, 1614, must
have occupied much of his time during the preceding months
that year.”
10These two as friends of Essex, met with the Earls
Northampton
and Suffolk sometime in May to consider the course to be pursued with
reference
the divorce proceedings (Gardiner, II, 169). Southampton’s
championship of the young Earl’s cause is also expressed
letter to Sir
Ralph Winwood
August 6 (Nichols, Progresses of James, II, 672).
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with Eastward Ho. His association with Northampton is recorded
by Drummond:

Northampton was his mortall enimie for brawling
on a St Georges day one of his attenders, he was
called before ye councill for his Sejanus and ac
cused both of popperie and treason by him.11
For the marriage, in 1606, of the young Earl of Essex and his Lady,
Frances, Jonson had written one of his early masques, Hymenaei.
Jonson did not write the official masque for the marriage of Frances
to Robert Carr,12 but he did write, for "the day after the Marriage,”
A Challenge at Tilt, and soon thereafter The Irish Masque. On
the day of the marriage he sent to Somerset a congratulatory poem
that may be read either
laudatory, or satirical. It begins:

They are not those, are present wth theyre face,
And clothes, and guifts, that only do thee grace
At these thy Nuptials; but, whose heart, and thought
Do wayte vpon thee; and theyre Loue not bought.13
His relationship with Sir Thomas Overbury14
all in one line in
the Conversations: "Overbury was first his friend, then turn’d his
mortall enimie.” The occasion of this enmity is probably also noted
in the Conversations:
The Countess of Rutland was nothing inferior to
her Father S. P. Sidney in Poesie. Sir Th: Overburie was in love with her, and caused Ben to
read his wyffe to her, which he with ane excellent
grace did & praised the Author, that the Mome
Therafter he discorded with Overburie, who

11 Herford and Simpson, I, 141.
12The Masque of the Wedding was written by Thomas Campion; see
Chambers, Elizabethan Stage, III, 245.
13Herford and Simpson, VIII, 384; XVIII, 1-5.
14Sir Thomas Overbury, confidential secretary and principal adviser to
Rochester,
bitterly opposed to the marriage. The disapproval was prob
ably expressed openly in his “Wife,” which Jonson knew. But he
prison, that his interference in the proceedings might be stopped, and he
was dead
poison, through the instrumentality
Frances, before the
nullity was granted.
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would have him to intend a sute yt was unlaw
full. the lines my Lady Keepd in remembrance
he comes to near, who comes to be denied.15

Finally, that Jonson did indeed comment on the conduct of some
of the principals in the nullity action is made clear by this item
in the conversations:
he heth a Pastorall jntitled the May Lord, his own
name
Alkin Ethra the Countess of Bedfoords
Mogibell overberry, the old Countesse of Suffolk
ane jnchanteress other names are given to somer
sets Lady, Pembrook the Countess of Rutland,
Lady Wroth.

In the years 1613-1616 Jonson was interested in Contemporary
affairs at least to the extent of noting them in his plays, and com
menting on them in retrospect in the Conversations. There are
easily recognizable references in Bartholomew Fair to the actors
Taylor and Ostler, as well as references by name to Burbage and
Field, and almost certain reference to Inigo Jones
Lanthome
Leatherhead. And something of the sort was at least contem
plated, according to this record in the Conversations with refer
ence to The Devil is an Asse:
a play of his upon which he was accused the
Divell is ane ass, according to Comedia Vetus,
in England the divell was brought in either wt
one Vice or other, the Play done the divel caried
away the Vice, he brings in ye divel so overcome
wt ye wickednes of this age that he thought
himself ane ass. παρ^ργω* is discoursed of the
Duke of Drown land, the King desyred him to
conceal it.16

The curious reference is unexplainable, but is thus accounted for
by Herford and Simpson:
15Herford and Simpson, I, 138, 212-218.
16Ibid., I, 143, 144.
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Nothing is known of this affair on independent
evidence. But it may be inferred that some part of
the satire, in the play as originally performed,
struck home, that Jonson at the king’s request
softened or effaced the personal point, real or
apparent, and that this revised version is repre
sented by the printed text.17

The “Induction” to Bartholomew Fair has for its final element
of agreement between the poet and the audience a warning not
to conceal any “State decipherer” who might

search out, who was meant by the Gingerbread
woman, who by Hobby-horse-man, who by the
Costard-monger, nay, who by their Wares. Or
that will pretend to affirm (on his owne inspired
ignorance) what Mirror of Magistrates is meant
by the lustice, what great Lady by the Piggewoman, what conceal'd States-man, by the Seller
of Mouse-trappes, and so of the rest.
(“Induction,” 139-145)
Yet as Act V opens at the booth of the puppets, Leatherhead ap
pears to alert the audience to something contemporary:

But the Gunpowder-plot, there was a get-penney!
I haue presented that to an eighteene, or twenty
pence audience, nine times in an afternoon. Your
home-borne proiects proue euer the best, they
are so easie, and familiar, they put too much
learning i’ their things now o’dayes: and that I
feare will be the spoile o’ this.
(V,i,
In Scene iii, Bartholomew reads the play bill, which names “The
ancient moderne history of Hero and Leander." Finally, in the
Epilogue, the poet may be suggesting some connivance on the
part of the King himself:
17lbid., II, 152.
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your Maiesty hath seen the Play, and you
can best allow it from your eare, and view.
You know the scope of Writers, and what store
of leaue is given them, if they take not more,
And turne it into licence: you can tell
if we have us’d that leaue you gave us, well:
(“Epilogue,” 1-6)

The next point I wish to make on my way toward what I have
already termed as fragile evidence of contemporary allusion is
that events did not look to the Londoners of 1613-1614 quite as
they look today. That point will I think become clear if we permit
John Chamberlain to tell most of the story of the goings-on
relevant to the divorce. Chamberlain was not of the court—had
no part in its intrigues and struggles for power. But he was able to
learn enough of events to keep Sir Dudley Carleton and Sir Ralph
Winwood and other diplomats abroad informed of significant ac
tivity. He was, like Mr. Ambler of The Staple of News, a frequenter
of "the middle He” of Saint Paul’s Cathedral. What he knew Jonson
might know—or Jonson’s audience—but it is unlikely that much
more was known to them.
A brief account of the affairs of Essex and his lady up to 1613
is necessary, however, before we let Chamberlain tell his story.
The marriage of the young people took place in 1606, when the
young Earl was in his thirteenth year and Frances Howard was a
year or two younger. The marriage may have been instigated or
forwarded by James, in the hope of healing the factional wounds
left over from the days of Elizabeth.18 The young couple were
immediately separated, and the young Earl spent the next three
years in travel, while the bride remained in England, no doubt
much of the time in Court, under the tutelage of her mother, the
“jnchanteress” of the lost May Lord. She was noticed favorably
by the young Prince Henry, but after his death her affections be
came concentrated on the rising favorite, Robert Carr.
18
my article, “Troilus and Cressida and Elizabethan Court Factions,”
Studies in English,
Mississippi, V (1964), 43-66.
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The next stage of the story is told effectively by Arthur Wilson,
the historian of the reign of James:
Her Husband having been now three or four years
beyond the Seas (sick with absence from her
whom his desires longed after) came over again,
and found that Beauty, which he had left inno
cent, so farded and sophisticated with some Court
Drug which had wrought upon her, that he be
came the greatest Stranger at home. His patience
made way for him a while, and he bore up with
a gentle gale against the stream of this Womans
affections, which ran altogether (unknown) into
another chanel. Nor was her reputation yet be
come so robust (being of a tender growth) to
strike his ears with reproaches, and therefore he
imputed her sly entertainments to a Maiden bash
fulness .... He went to the Earl of Suffolk
... to reduce his Daughter to the obedience of
Wife .... Her Husband she looked upon as a
private person, and to be carried by him into the
Country out of her element . . . were to close
. . . with an insufferable torment .... Chartley
was an hundred miles from her happines and a
little time thus lost is her eternity. When she came
thither . . . she shut herself up in her Chamber
.19

With those preliminaries, we are ready to let Chamberlain take
up the account:
The Countesse of Essex was going downe to her
Lord into Staffordshire and some of her carriage
was sent away, but she hath since chaunged her
purpose and is come to this towne.
19Arthur Wilson, The History of Great Britain, being the Life and Reign
of King James I (London, 1653), pp. 56-58.
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(August 11, 1612)20
There was a divorce to be sued this terme twixt
the earle of Essex and his Lady, and he was con
tent (whether true or fained) to confesse insufficiencie in himself, but there happened an acci
dent of late that hath altered the case; his Lady
sought
and had many conferences with a wise
woman, who (according to the course of such
creatures) drew much monie from her and at
last cousened her of a jewell of great value, for
which beeing prosecuted and clapt in prison, who
accuses the Lady of divers straunge
and
propositions, and in conclusion that she dealt with
her to make away her Lord, (as ayming at an
other marke) upon which scandall and slaunder
the Lord Chamberlain and other her frends
thincke yt not fit to proceede in the divorce.

(April 29, 1613)
The divorce twixt the earle of Essex
his Lady
is on foote, and hath ben argued twise or thrise
at Lambeth before certain commissioners, but
a huis clos. The greatest difficultie is that though
he be willing to confesse his insufficiencie towards
her, yet he would have libertie to marrie with any
other, as beeing maleficiatus only ad illam. Yet
some lawiers are of opinion that yf she will take
her oath that he is impotent towards
yt will
serve the turne, wherof yt is thought she will
make no bones, as presuming that she is provided
of a second, which I shold never have suspected,
but that I know he was with her three howres
together within these two days, which makes me
somewhat to stagger and to thinke that great
20Norman Egbert McClure (ed.), The Letters of John Chamberlain (2
vols.; Philadelphia, Pennsylvania: The American Philosophical Society, 1939),
I, 377 ff.
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folkes to compass theyre owne ends have neither
respect to frends nor followers.
(June 19, 1613)

The divorce now in question twixt the earle of
Essex and his Lady is thought shalbe decided one
way or other the first day of July. The opinions
are divers of the successe, and the case is of so
daungerous consequence that no doubt the com
missioners will proceed with great warines and
maturity, for yf such a gap be once let open, yt
will not be so easilie stopt but that infinite in
conveniences will follow. In the meane time the
Lady hath ben visited and searcht by some
auncient Ladies and midwifes expert in those
matters, who both by inspection and otherwise
find her upon theyre oath a pure virgin: which
some Doctors thincke a straunge asseveration,
and make yt more difficult then to be discerned.
The world speakes liberally that my Lord of
Rochester and she be in love one with another,
which breedes a double question, whether that
consideration be like to hinder or set yt forward.

(June 23, 1613)
The Lord of Essex and his Ladies divorce goes
not on so fast as was looked for. She for her part
hath performed all that was required, and indured
the triall; he is gon out of towne with protestation
that he will stand to and abide whatsoever the
commissioners shall award and injoyne, but that
will not serve the turne for he must be present at
some proceedings, and assignation is geven him to
appeare by a certain day. Some thinke the matter
wilbe protracted, to see yf yt will fall of itself
yf yt be not too earnestly pursued, for yt is held
a very difficulty case, and can hardly be ended
with satisfaction.
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(July 8, 1613)
Before the Kings parting from Windsor he sent
for the commissioners employed in the divorce
of the earle of Essex and his Lady, and beeing
desirous to see yt at and
and to know theyre
opinions, he found that the bishops of Ely, Coventrie and Lichfeild, the two chauncellors of
Duchie and Exchecquer, with Sir Daniell Dunne,
were directly for yt, and to pronounce yt a nulland 
no and
see the archbishop
, but
must of
resolution,
Caunterburie
bishop of London, Sir John Bennet and Doctor
Edwards Chauncellor of London were as directly
against it, wherupon the King hath added two
bishops more, Winchester and Rochester, and
two deanes, Westminster and Paules, who to
gether with the rest
labour in yt twixt this
and Michaelmas and then geve theyre
which computatis computandis
considering
the Kings inclination is like to be for the dissolution. At my last beeing with the bishop of Ely
(not long before my comming out of towne,)
I found which way he bent, for he made no
daintie to tell me his opinion, which I could wish
were otherwise yf there be
more reason in yt
than I
or conceave.



(August 1, 1613)
But that which most men listen after is what will
fall out twixt the earle of Essex and Master Henry
Howard,21 who is challenged
called to ac
count by the earle for certain disgraceful speaches
of him? Perhaps I am overbold with you in this
plain manner of dealing, but if you knew what
indecent words and deeds have passed in the
course of this suit, you would excuse yt, and
thincke me modest, for what wold you say yf
21Brother of Frances.
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you shold heare a churchman in open audience
demaund of him and desire to be resolved: wheth
er he had affection, erection, application, pene
tration, ejaculation with a great deal of amplifi
cation upon every one of these points.
(September 9, 1613)

His Grace of Caunterburie hath lost some grace
of late about the great busines, though I hope
not the grace of God nor men. The marriage twixt
the earle of Essex and the Lady Frauncis Howard
is dissolved and pronounced a nullitie by the
bishop of Winchester, who with the bishop of
Rochester were only super-numerarie to the first
commissioners, and so cast the balance by weight
of number beeing seven to five: the morning that
the matter was to be decided, the King sent expresse comaundment, that in opening they shold
not argue nor use any reasons, but only geve
theyre assent or dissent, and in the sentence there
is no cause exprest but in these termes propter
latens et incurdbile impedimentum.

(October 14, 1613)
The Vicount Rochester is lately made Lord Treas
urer of Scotland. There is no certaintie of his
manage; but either yt is don, or is thought wilbe
shortly, though without shew or publication till
they thincke goode.

(October 27,
Upon Thursday last the Vicount Rochester was
created baron of Branspeth in Westmerland and
earle of Somerset. The action was don with much
solemnitie. . . . The manage was thought shold be
celebrated at Audley-end the next weeke, and
great preparation there was to receve the King,
but I heare that the Queene beeing won and hav
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ing promised to be present, yt is put of till Christ
mas and then to be performed at White-hall.
(November 11, 1613)

The mariage was upon Sunday without any such
braverie as was looked for, only some of his fol
lowers bestowed cost on themselves, the rest
exceeded not either in number or expense. She
was maried in her haire and led to chappell by
her bridemen a Duke of Saxonie (that is here)
and the earle of Northampton her great uncle. The
dean of Westmenster preached and bestowed a
great deale of commendation on the younge
couple, on the Countesse of Salisburie, and the
mother-vine (as he termed her) the Countesse
of Suffolk. The Deane of the chappell coupled
them, which fell out somwhat straungely that
the same man, shold marrie the same person,
in the same place, upon the selfsame day (after
sixe or seven years I know not whether) the form
er partie yet living: all the difference was that
the Kinge gave her the last time, and now her
father.
(December 30, 1613)
Having constructed this extensive foundation, I am ready to
point out touches which lead me to offer the suggestion that the
affairs of Robert Carr, Frances née Howard, and the young Earl
of Essex were called into the mind of the audience by certain
lines of the Puppet Play. The puppets Hero and Leander have
noted each other’s charms, and with the aid of Cupid, disguised
as Jonas the drawer, have entered into a compact: “Tie for euer be
thy goose, so thoult be my gander” Puppets Damon and Pythias,
those truest of friends, endure a true “triall of friendship” while
seeking Hero. They come to blows about which has enjoyed her
favors, each vehemently denying it, though the stronger assevera
tion of Damon seems to prevail: “Thou has lien with her thy self,
Til proue it in this place.” When Lanthorne intervenes, their blows
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are turned on him, and they are reconciled, to continue their mis
sion to Hero.

They invade Hero’s room, the Conney, at the Swan, announced
by Lanthorne:
Now, heere come the friends againe Pythias and
Damon, and under their cloaks they haue of
bacon, a gammon.
Their mission, according to Lanthorne, is ill-conceived:
yes, but shee will not be taken
after sacke, and fresh herring, with your Dunmow-bacon.

It

toward the Dunmow bacon that I wish to look first.

That Jonson chose to use the reference is evidence enough that
its significance would not be lost on a Jacobean audience. Its
significance—a full year of domestic tranquility—is conveyed mar
velously by this passage from Bishop Fuller’s Worthies:
He may fetch a flitch of bacon from Dunmow.
This proverb dependeth on a custom practised in
the priory of Dunmow, which was founded, saith
Speed, by Juga, a noble lady, anno 1104, for Black
Nuns. But it seems afterwards the property therof
was altered into a male monastery; the mortified
men wherein were mirthful sometimes, as hereby
may appear.
Any person, from any part of England, coming
hither, and humbly kneeling on two stones at the
church door (Which are yet to be seen) before
the prior or convent, might demand, at his own
pleasure, a gammon or flitch of bacon, upon the
solemn taking of the ensuing oath:

You shall swear by the custom of our confession,
That you never made any nuptial trangression,
Since you were married man and wife,
By household brawls, or contentious strife;
Or otherwise, in bed or at board,
Offended each other in deed or word:
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Or since the parish clerk said Amen,
Wished yourselfes unmarried again;
Or, in a twelve-month and a day,
Repented not in thought any way;
But continued true and in desire,
As when you join’d hands in holy quire.
If to these conditions, without all fear,
Of your accord you will freely swear;
gammon of bacon you shall receive,
And bear it hence with love and good leave.
For this is our custom at Dunmow well known,
Though the sport be ours, the bacon’s your own.22
Chaucer’s reference to the bacon in the Wife of Bath’s “Prologue”
well known :

But sith I hadde hem hooly in myn nond,
And sith they hadde me yeven al hir lond,
What sholde I taken keep hem for to plese,
But it were for my profit and myn ese?
I sette hem so a-werke, by my fey,
That many a nyght they songen weilawey!’
The bacon was nat fet for hem, I trowe,
That som men han in Essex at Dunmowe.23
The two elements of the Wife’s lines that I wish to emphasize are,
first, the element of a wife’s pleasing a husband, and second, that
the association of the County of Essex with Dunmow is part of
the reference. It is my suggestion that in the audience attending
Bartholomew Fair there would be one, or a dozen, who would
associate Dunmow with Essex; that it would not be a great stretch
of the imagination from that association to one with the Earl of
Essex; and from that, in turn, to his three years of marital difficulty.
It was primarily for the purpose of pointing out this possibility
that I quoted earlier in the paper from Arthur Wilson:
22John Freeman (ed.), The Worthies of England by Thomas Fuller (New
York: Barnes and Noble), pp. 166, 167. Fuller continues his account, giving
the names of the three men who have claimed and received the bacon.
23F. N. Robinson (ed.), The Works of Geoffrey Chaucer (Boston:
Houghton Mifflin Company, 1961), p. 78.
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His patience made way for him a while .... He
went to the Earl of Suffolk ... to reduce his
daughter to the obedience of a Wife ... to be
carried by him to Country out of her element....
Chartley was an hundred miles from her happines.
If the associations I have suggested were made in an audience,
Hero would immediately become the lovely Frances, and Leander
the all-powerful favorite, Robert Carr, Lord Rochester, Earl of
Somerset.

Either Damon or Pythias would in the same manner become
associated with the Earl of Essex. Pythias, for two or three reasons,
seems the more likely of the two. One of the reasons lies in the
line from the puppets quoted above: "Thou has lien with her
thy self.” A second suggestion of this identity may lie in the fact
that when the puppets are introduced by Lanthorne to Bartholo
mew Cokes, "this with the beard” Damon, while "this” "pretty
Pithias.” Since there is a point made here of the beardlessriess of
Pythias, it seems worthwhile to note that Essex is, in 1613, des<
cribed as "sans barbe.”24

Immediately following the line which refers to Dunmow bacon
there is this curious exchange, which has been noticed earlier in
a different context:

PVP.P.
LAN.

You lye, its Westfabian,

Westphalian you should

(V,iv,322,323)

That the bacon might be Westphalian is a perfectly straight-forward
reference. The province of Westphalia in Germany has been noted
for centuries for its hams and bacon. One can of course assume
that Jonson intended only a mistake in language. But such a trifle
would be most un-Jonsonian. It is much more likely that Jonson
24Walter Bouchier Devereaux, Lives and Letters of the Devereaux, Earls
of Essex (2 vols.; London: John Murray, 1853), II, 251. The writer
the
letter which so describes Essex was the ambassador of the archduke, and
the letter is part
the efforts
prevent the duel mentioned above between
Essex and Howard. This is the relevant passage: Le Conte d’Essex, est de
moyenne stature: un peu maigre: cheveulx noirs: sans barbe: la face un peu
gastee de petites verroles: age, de vingt trois ans . . . .”
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intended the "Westfabian" to convey something to his audience—
probably only the "fabian" half of the word. The occurrences of
it are few. It is the name of a minor character in Twelfth Night,
where it seems to have no special significance. In Chapman's An
Humorous Day's Mirth (1,7,23) it appears as "flattering Fabian,"
used by a tyrannical wife toward an errant but amorous husbando
In Thomas Nashe's Lenten Stuffe there is the "flanting Fabian"—
used of Hero herself after she has been changed by the sympathetic
Gods to a herring. The last of these is the only seventeeth-century
occurrence noted in NED, except for the dictionaries, where among
its synonyms are "a swash buckler, a swaggerer, a cutter, a quarrel
er, a roister," It appears therefore that we may gloss the exchange
in such a way as to have Puppet Pythias deny vehemently the use
of the Dunmow techniques, and claim for himself the more active
conduct later exercised when Mistress Hero cries "O my Ranches,"

One
speculation, and my fragile edifice is complete. This
has to
with the intervention of Cupid in the affairs of Hero and
Leander, He assumes the posture of a drawer and the name of
Jonas, Bartholomew Cokes is at a loss with reference to him—
"I must have a name for Cupid too."25 I suggest—under correction
from Gardiner and other historians—that under Cupid-Jonas the
audience might have seen veiled reference to the council of states
men, deans, and bishops which comprised the nullity commission.
The head of that commission was George Abbott, Archbishop of
Canterbury, Lanthorne explains the workings of the love-match
thus; “Cupid disguised like Jonas the Drawer, From under his
apron where his lechery lurks put love in her sack,”
The copious quotations from the letters of John Chamberlain
which I used earlier were included partly for their impact at this
point—the suggestion that in the public mind the Bishops them
selves did indeed conceal a little lechery under their aprons. The
first such reference was that of June 23—"The Lady hath been
visited
searcht by some auncient Ladies and midwifes expert
25This remark
to the fact that Hero is his fiddle.” Leander is
his “fiddlestick," Damon his drum," Pythias his "pipe," the Ghost of
Dionysius his “hobby horse," and old Cole is “Dauphin my boy.” No such
association is forthcoming for Cupid-Jonas.
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in those matters, who both by inspection and otherwise find her
upon theyre oath a pure virgin.”26 But the shock of the good Cham
berlain, and perhaps many another is evident in the letter of
September ninth:

For what wold you say yf you shold heare a
churchman in open audience demaund of him and
desire to be resolved: whether he had affection
27

The onus of this passage is on simply a "churchman”—therefore
presumably upon all the churchmen of the commission, among
whom was not only the Archbishop, George Abbott, but also Cham
berlain's lifelong friend Launcelot Andrews, Bishop of Ely.

Whether the apron of Cupid-Jonas would carry Episcopal con
notations to the audience I am not prepared to say, but it is worthy
of note that bishops did habitually use such aprons. I quote from
the Catholic Encyclopedia: "Gremiale is simply an apron of silk
or linen which is spread over a bishop’s lap when he
seated or
using the holy oils.”
It is also barely possible that the name Jonas would bring to
the minds of some members of the audience the name of the
Archbishop Abbott—for in 1613 there was published the second
edition of his Exposition upon the Prophet Jonah. The first edition
of 1600 had stirred a goodly amount of controversy in ecclesiastical
and courtly circles. It seems not unlikely that the use of the name
in conjunction with the other slight pointers I have indicated might
set an audience, on "the one and thirtieth day of October 1614,”
to deploring, or perhaps chuckling about, the goings-on that pre
ceded the ill-fated marriage of December 26, 1613.
26This incident is also reported by Sir Anthony Weldon. His version,
however, is that Frances sent substitute to the investigation.
27Cf.
58 for the letter
that date.
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Nobody has ever accused Huck Finn of being crazy. On the
contrary, readers have generally found Huck a sensitive, percep
tive, and eminently realistic adolescent. The measure of his sanity,
as well as the climax of his moral growth, has been seen in his
ability to reach the determination that even though he may "go to
hell,” he will defy the accepted patterns of thought and conduct,
which have been practiced by his elders, approved by society, and
reinforced by religion itself. To our notion, his defiance becomes
a magnificent triumph because he
unquestionably right. Huck
right, and society is wrong. We do not blame him when he asserts
that he wants to light out for the territory ahead. In fact, we agree
heartily with Huck Finn, for we feel that life along the banks of
the Mississippi is not good enough for him—or for us.
Mark Twain never bothered to show us what the society that
Huck Finn rejected thought about Huck Finn. In fact, for most
of the novel, Huck is "dead” to that society. Yet one cannot help
wondering what Miss Watson would have thought about Huck’s
decision about Jim. If she had accepted it, then Huck Finn’s re
bellion would become somewhat vitiated for us. On the other
hand, if she had rejected his decision— Huck thought she would
have—would she have said, "Huck’s gone crazy!” And if Aunt Sally,
who was going to adopt him at the end of the novel, had lived
on some seventy years later, would she have sent Huck out to a
psychoanalyst near Hollywood, California, to have him "cured” so
that he would return to the banks of the Mississippi? Since Mark
Twain never told us what Miss Watson or Aunt Sally thought about
these problems, and since he did not live long enough himself
even to consider the solution that might be offered by a psycho
analyst, we shall never know; and perhaps the point is not worth
a great deal of speculation. The important fact of Huckleberry Finn
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is that the last remark Mark Twain makes to us implies unmistak
ably that Huck Finn is not only determined "to light out for the
territory ahead of the rest” but also that he will never come back
to this society he has weighed and found badly wanting.
During the years between the publication of The Adventures of
Huckleberry Finn in 1884 and The Catcher in the Rye in 1951, the
problem which Huck Finn faced has not essentially changed; rather,
it is the terms in which it is stated, and perhaps the answer, that
have been changed. Most noticeable, of course, is the change in
environment—the virtual disappearance of nature as a factor. Huck
Finn found it "lovely to live on a raft” and float down the middle
of the Big River. But by the time Holden Caulfield puts on his
red hunting cap, or "People shooting” cap, even the Big Woods
where Ike McCaslin hunted in "The Bear” have vanished, and
in their stead Holden has only the streets of New York. Indeed,
the only place that Holden can find that is nice and peaceful and
quiet and lovely is the tomb room where the Egyptian mummies
are kept in the Museum of Natural History.

The relative disappearance of nature as one of the terms has
been balanced by the emergence of the urban factor. Huck Finn
knew at once which end of the cow got up first, but Holden Caul
field has no idea what happens to the ducks on the pond in winter.
On the other hand, Holden has lived in New York all of his life
and much of it he knows like he knows the back of his hand, but
Huck Finn would have marvelled even more at New York than
he did at the circus. Huck Finn reflects the time when the norm
of American living was the small town; Holden Caulfield faces
the problems of urban living. By comparison Huck Finns prob
lems seem simpler; less complex, and more clear cut. He can rec
ognize the rascality of the king and the duke, but would he have
identified the "secret slob” or the lack of religion in the Christmas
show at Radio City? Huck’s problems are also reduced by the
apparent absence of adolescent sexual problems.

Important as these changes are, they become overshadowed by
Salinger’s introduction of another factor that ultimately becomes
crucial in the interpretation of the novel—the question of Holden’s
sanity. A comparison with Mark Twain’s novel helps to sharpen
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the issue. Huck Finn struggles powerfully with his "conscience”
and frequently voices his loneliness and mental depression, but
neither he nor the reader ever has any doubt about his sanity.
Huck’s difficulties, indeed, seem to us somewhat less consequential
when placed beside the implication, accepted as fact by many
astute critics, that Holden is at worst insane or at best suffering
from some kind of mental illness.1 If Holden is sane and remains
unchanged by the psychoanalyst, then our estimate of the novel
may stand in need of revision;
a matter of fact, in Holden’s
alleged madness may lie the key to the right understanding of the
novel.

There is much in the novel to suggest that Holden has been
mentally ill. The first paragraph and the coda-like ending (Chapter
26) would imply that he is telling his story in a California sanatarium where he has been recovering from "this madman stuff . . .
last Christmas.”2 Holden mentions that after the carrousel ride,
he went home, became "sick and all” (p. 275) and "had to come
out here and take it easy” (p. 3). That he has been treated by a
psychoanalyst
evident from his reference to "this one psycho
analyst guy they have here” (p. 192), who keeps asking him if he
is going to apply himself when he returns to school.
Throughout the novel the reader is constantly urged to accept
the view that Holden does need psychiatric treatment. Mental
disturbances seem to run in his family. One need not, of course,
attach any serious importance to Holden’s comment that his grand
mother "doesn’t have all her marbles any more” (p. 67), or to his
generalization that "mothers are all slightly insane” (p. 72), or to
his remark that when he lost something "it used to drive my
mother crazy” (p. 117). Likewise we cannot be too certain about
Holden’s assertion that when his father invests in Broadway shows,
1This point
view has been most cogently stated by Edgar Branch,
“Mark Twain and J. D. Salinger: A Study
Literary Continuity,” American
Quarterly, IX (Summer, 1957), 144-158. Branch finds Holden aware that he
is “mentally ill” and suggests that Holden’s tense outpouring is a convincing
expression of his psychological unrest and of the release he is finding in
psychiatric treatment.”
2J. D. Salinger, The Catcher in the Rye (Boston: Little, Brown and
pany, 1951),
3. Hereafter, the page numbers
parentheses refer
this
edition.
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"it drives my mother crazy” (p. 140). He adds that "she hasn’t
felt too healthy since my brother Allie died. She’s very nervous” (p.
140; for virtually the same comment see p. 201). Again, he de
clares "my mother gets very hysterical” (p. 66). On another oc
casion, Holden declares that his mother is "nervous
hell. Half
the time she’s up all night smoking cigarettes” (p. 206). The fact
that "she gets headaches quite frequently” (p. 231) does not sur
prise us; and we are fully prepared to believe that if Holden left
home for the West, his mother "would get nervous as hell and
start to cry” (p. 265). In themselves, these remarks are scarcely
convincing; but when one considers that they constitute most
what Holden tells us about his mother, they take on more signifi
cance. Did his mother need mentral therapy?
The ten-year-old Phoebe exhibits many of the same evidences
of emotional tension that characterize her mother. Holden presents
Phoebe to us as a very bright girl. Perhaps no ironic inference is
to be drawn from the fact that he also refers to her "crazy face”
(p. 216), her "crazy eye” (p. 270), and twice to her actions as
"crazy stuff” (p. 269). On two separate occasions, he says flatly
that she is "a madman sometimes” (p. 214 and p. 270). Elsewhere,
Holden remarks that "she gets very emotional, I swear to God”
(p. 214) and "she’s very emotional, for a child” (p. 89). Phoebe,
herself, mentions her "nerves” (p. 213), hopes to learn to make
her temperature go up (pp. 228-229), and writes under assumed
names (pp. 208-209). Was Phoebe just a little "crazy”?

With the possible exception of Allie, Holden makes no suggestion
that anyone else in the family suffers from emotional disturbances.
Allie, of course, dead, but Holden tells us that Allie wrote Emily
Dickinson’s poems on his catcher’s mitt, an action that would indi
cate, to say the least, a remarkable boy. Far from being called
"crazy,” D.B. is described
outwardly well-adjusted and very
successful. Holden observes that D.B.
out in Hollywood, "being
a prostitute” (p. 4). D.B., in fact, "just got a Jaguar” (p. 4).
One of those little English jobs that can do around
two hundred miles an hour. It cost him damn near
four thousand bucks. He’s got a lot of dough, now.
He didn’t use to. He used to be just a regular .
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writer? when he was home, He wrote this terrific
book of short stories . . . . (p. 4)
To complete the description? Holden adds that D.B. has an "English babe" (p. 276). Obviously? D.B. has no need for the help of a
psychoanalyst Well adjusted himself? D.B. asks Holden the same
type of question that the psychoanalyst keeps asking. We are like
wise led to believe that Holden’s father is a successful man, Holden
says that his father is a wealthy corporation lawyer who invests
money in Broadway
(p, 140), Evidently? Mr, Caulfield has
expressed concern over Holden’s failure. When Phoebe learns that
Holden has been dismissed from another school? she repeatedly
exclaims? "Daddy’s gonna kill you’’ (p, 214); and Mr, Antolini
later informs Holden that his father is "terribly concerned’’ (p,
242) about him. But even though Mr, Caulfield may be distressed?
Holden does not seem to feel that his father would
any sleep
over the matter. The contrast between the mother? who would
awaken if you "cough somewhere in Siberia?’’ and his father? whom
you "can hit . . . over the head with a chair and he won’t wake up’’
(p, 206) is both clear and meaningful, Mr, Caulfield has no emo
tional problems; significantly? the successful lawyer
soundly
at night.

To the reader who accepts Holden’s statements about himself
at face value? the truth is plainly evident: this boy is nervous? de
pressed? and lonely. To put the matter bluntly? Holden must be
crazy. The evidence may be found on page after page in the
novel. Like his mother and his sister? Holden is nervous. Time and
again he makes such remarks as "I’m quite a
guy’’ (p. 44)?
"Boy? was I getting nervous’’ (p. 55)? or "I was pretty nervous,
I admit it .... I could hardly tie my shoelaces? I was so damn
nervous’’ (p, 231). Equally apparent is Holden’s mental depression.
No reader can forget the multitude of such comments as "I felt
so lonesome .... I almost wished I was dead’’ (p. 62) ? "Depressed
and all. I almost wished I was dead’’ (p. 118)? "It made me too
and lonesome’’ (p, 66)? "It makes me so depressed I can’t stand
it’’ (p. 98)? or "I was feeling so damn depressed and lonesome’’
(p, 198).
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In themselves, these admissions of nervousness and mental
despondency would not be sufficient to warrant the conclusion
that Holden is crazy. Holden, however, does not shrink from
stronger assertions. Three times in the novel he says categorically,
I’m crazy. I swear to God I am” (pp. 135, 162, 163), and once
he declares, “I swear to God I’m a madman” (p. 174). On eight
occasions he tells us that he has been driven crazy (pp. 19, 95,
104, 145, 147, 161, 212, 260), and in six other instances he affirms
that he has been nearly or almost driven crazy (pp. 45, 105, 161,
202, 238, 260). This tabulation excludes instances in which Holden
uses the word crazy or madman in an off-hand manner; for ex
ample, "I wasn’t too crazy about doing it” (p. 51), or "I apologized
like a madman” (p. 173), or "when I’m drunk, I’m a madman” (p.
197). Is Holden, to use his word, crazy?
The basis, then, for the widely accepted conclusion that Holden
needs mental therapy rests mainly upon the framework of the
novel (that Holden is narrating his story in some kind of mental
institution and that perhaps even his verbalizing or narration of
his experiences is actually a kind
therapy), upon the suggestion
that he came from a family where there was a history of mental
difficulties, and upon Holden’s own declarations of his nervousness,
despondency, and, in his language, his craziness. Accepting these
conclusions, the reader closes the novel hoping that the psycho
analyst will send Holden back to school "cured,” and that at his
fourth preparatory school Holden will apply himself and ultimately
become a "useful” citizen like his father and his brother. Incidental
ly, he will stop this crazy kid stuff, this nonsense about wanting to
be the catcher in the rye. In this view, the correct comparison with
Huck Finn is that Holden is saved for society by the psychoanalyst
who has taught him not only "to live humbly” for a cause but
also to make the compromises necessary to live humbly and to
succeed in society. If there had been psychoanalysts in Huck Finn’s
day, Huck Finn, too, might have been rescued and persuaded not
to light out for the territory ahead of the rest. Unfortunately, Huck
Finn refused to make the compromise necessary to become cured.
Holden would thus become a "reformed” Huckleberry Finn.

Such a view of The Catcher in the Rye, resting
it does upon
the assumption of Holden’s "craziness,” is mistaken simply because
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Holden is no more crazy than Huck Finn and because any reading
of the work that accepts Holden’s submissiveness to psychoanalytic
treatment fails to take into consideration the facts of the novel or
the fundamental ironic paradox that constitutes the core of Salin
ger’s literary method. Again the comparison with Huck Finn will
be instructive.

A person reading The Catcher in the Rye finds himself continual
ly asking why Holden has been consulting a psychoanalyst. Like
Huck Finn, Holden undergoes a number of "adventures.” In each
case, their reactions to their adventures—that is, their perceptions
of the real issues involved in their experiences—become the basis
of our judgment of each boy. The difference between the problems
in perception presented to Huck and to Holden is more apparent
than real. Under various circumstances, Huck is called upon to
unmask the fraud and hypocrisy in the characters of the duke and
the king, to recognize the absurdity of feuds and the wrongs of
lynching, and to protest against the cruelty of human beings toward
each other. The evil that Huck discovers in his fellow-beings de
presses him and intensifies his loneliness, largely because of his
never failing sense of compassion. Holden Caulfield, among other
things, is called upon to perceive the distortion of values at Radio
City, the hypocritical cant of the rich Pencey alumnus, the insinceri
ty of the socially pretentious Sally Hayes, and. D.B.’s prostitution of
his literary talent. As in the case of Huck Finn, it is Holden’s
compassion that intensifies the loneliness and depression that arise
from his discovery of the nature of the society around him. Just as
Huck Finn covers his refusal to compromise his ethical principles
by declaring that he will
to hell,” so Holden Caulfield covers
his refusal by exclaiming, ""I’m crazy. I swear to God I am,” or, in
effect, saying, ""I know it’s crazy, but . . . .” Although one can con
ceive of a person ""without his marbles” having compassion, one
cannot imagine the same person having the ethical perception that
both Huck and Holden exhibit.
The ethical perception which they have in common leads both
boys to reject the civilization around them. In the last two sentences
of his narrative, Huck Finn announces his determination "to light
out for the territory ahead of the rest.” Holden’s rejection is
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analogous, but distinctly different. His initial plan to "light out”
comes upon him as a sudden inspiration: he and Sally Hayes will
go to Massachusetts and Vermont. "Its beautiful as hell up there”
(p. 171), declares Holden, in his characteristically adolescent speech
idiom (which Salinger manipulates for ironic effect). But Sally,
"the queen of the phonies,” has no real desire to rebel; in fact, she
rather likes the idea of a comfortable conformity to the pattern of
life around her. Holden hates the very thought of that life, as he
pictures it for her:
We’d have to go downstairs in elevators with suit
cases and stuff. We’d have to phone up every
body and tell ’em good-by and send ’em postcards
from hotels and all. And I’d be working in some
office, making a lot of dough, and riding to work
in cabs and Madison Avenue buses, and reading
newspapers, and playing bridge all the time, and
going to the movies and seeing a lot of stupid
shorts and coming attractions and newsreels, (pp.
172-173)
Sorry that he has ever mentioned the idea, Holden breaks off with
Sally.
The flight from conformity, nevertheless, continues to occupy
his thoughts. During his nocturnal visit to Phoebe, he tells her
that his father will not send him military school because "I’ll prob
ably be in Colorado on this ranch” (p. 216). While sitting on a
bench along Fifth Avenue, Holden resolves to hitch-hike his way
out West. Once there he would pretend to be a deaf-mute.

That way I wouldn’t have to have any goddam
stupid useless conversations with anybody ....
Everybody’d think I was just a poor deaf-mute
bastard and they’d leave me alone. They’d let
me put gas and oil in their stupid cars . . . and
I’d build me a little cabin somewhere .... I’d
build it right near the woods, but not right in
them, because I’d want it to be sunny
hell all
the time .... I knew the part about pretending
I was a deaf-mute was crazy, but I liked thinking
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about it anyway. But I really decided to go out
West and all. (pp. 257=258)
Holden’s repudiation or rejection here seems as firm and determined
as that of Huck Finn. Later, when Holden sees the obscenities on
the walls of the tomb of the mummies in the museum and realizes
that "you can’t ever find a place that’s nice and peaceful, because
there isn’t any (p. 264), he declares that he would return only
if someone at home "got sick and wanted to see me before they
died” (p. 265). But he would allow Phoebe and even D.B. to
to visit him, provided that D.B. would
write movies in the cabin.
"I’d have this rule that nobody could do anything phony when they
visited me. If anybody tried to do anything phony, they couldn’
stay” (p. 266).
Holden’s resolve, even his desire, to "light out for the West is
finally broken by his sister Phoebe. Just as his plans are completed,
Phoebe appears with her suitcase packed, wearing Holden’s red
hunting cap and pleading to be taken along. By the time the carrousel scene—certainly intended by Salinger to be the turning point
and climactic event of the novel—has ended, they have shared the
"people hunting” cap and Holden has dramatically reversed his
rejection of the society around him. He has decided to go home,
not to the West. And by this decision he has returned to- the line
of conduct he initiated when he left Pencey
His bitterness and
mental depression have vanished: "I was
near bawling, I felt
so damn happy, if you want to know the truth (p. 275). The reversal of Holden’s plans—and
importantly the change in his
attitude toward society—has been effected at least in part by his
recognition both of Phoebe’s affection for him and of his love for
her. Equally a factor is Holden’s realization that in his protest
against the "phoniness” of false values he does
alone. (Had
he ever been able to give "old Jane a buzz, she might have performed the same service for him.) The fact that Holden knows he
can communicate dispels his sense of loneliness and effectively separates him from Huck Finn. That Holden’s decision not to reject
society persisted in his mind is confirmed by the final sentences
of the novel in which he evidences new tolerance for Stradlater
and Ackley and even Maurice.
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If we are to believe Holden, and here there is certainly no reason
to doubt him, he made his decision to return home at the carrousel.
This decision was in no way dependent upon any mental treatment
which Holden later received. It can only be described as a sane,
reasonable decision. Yet the reader is reminded on the following
page (the last passage in the novel) that Holden is being treated
by a psychoanalyst and is writing from what can only be under
stood as a mental institution near Hollywood, California. No
thoughtful reader needs an explanation of the implications of Holly
wood, California (Holden had originally wanted to go to Colorado),
as the home of the phony of phonies—the movies which Holden de
tests. That he had no real need to come and that he did not come of
his own accord are inferences compelled not only by the carrousel
scene but also by Holden’s initial comment in the novel that he
"had to come out here” to "this crumby place.” Phoebe’s explanation
that "Daddy’s gonna kill you” takes on additional meaning when
we realize that Holden in "this crumby place” because his parents
have sent him. Perhaps his father took him (Phoebe also says that
their father will miss seeing her in the Christmas pageant because
he is going to fly to California).
The threat of psychoanalysis is nothing new to Holden. Recalling
how he felt about the death of Allie, Holden remarks, "I was only
thirteen, and they [his parents] were going to have me psycho
analyzed and all, because I broke all the windows in the garage”
(p. 50). At this point, many a reader may have reflected that for
non-conformity the world no longer "whips you with its displeasure”;
instead, it sends you to a psychoanalyst. Holden does not blame
his parents because he realizes that what he did "was a stupid
thing to do” (p. 50). Yet by the very mention of the incident,
Holden has informed us that his parents have in the past connected
non-conformity with psychoanalysis.
At the Wicker Bar, where "the phonies are coming in the win
dow” (p. 184), Holden’s former Student Adviser who knew about
"every flit and Lesbian in the United States” (p. 186) suggests to
him that a psychoanalyst would "help you to recognize the patterns
of your mind” (p. 192). No one can mistake the meaning of Holden's
quick and blunt retort to Carl Luce: "You’re a real friendly bastard”
(p. 192). Luce’s counsel, in fact, anticipates Mr. Antolini’s advice
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that Holden get “an idea what size mind you have” (p. 247), a
remark answered by Holden with a yawn. Implying that the psycho
analyst has replaced the poet as a source of human wisdom, Mr.
Antolini urges Holden to pattern his life by the words of “a psycho
analyst named Wilhelm Stekel” (p. 244); and quoting words at
tributed to Wilhelm Stekel, this boozy, unbalanced, and somewhat
pompous “flit” advises Holden that “ "the mark of the immature man
that he wants to die nobly for a cause, while the mark of the
mature man is that he wants to live humbly for one’” (p. 244).
Thus, Mr. Antolini (the “flit”) ranges himself alongside of Carl
Luce (the son of a psychoanalyst and an expert on perversion), Mr.
Caulfield (a successful corporation lawyer), and D.B. (the writer
prostitute ). It is not a very impressive group, but every member of
it believes in compromise and psychoanalysis.

There remains the psychoanalyst in the sanatarium near Holly
wood. We can predict Holden’s attitude towards him. Holden will
take the same attitude he has consistently taken towards psycho
analysts and towards efforts to push him into being psychoanalyzed.
Holden does not want the kind of “cure” offered by the psycho
analyst. He is not going to say he will conform, that he will “apply”
himself when he returns to school, or that the psychoanalyst has
in any way changed him. We are not surprised to hear Holden twice
refer to the “stupid question” (p. 276) of the psychoanalyst.
Holden is sane. He has always been sane; paradoxically he is
most sane even as he shouts loudest “I swear to God I’m crazy!”
By comparison with the secret slobs, the bores, and the sex per
verts who surround him (and us), Holden seems a healthy, normal
adolescent, who knowing full well the kind of world in which he
lives yet conquers his desire to escape from it and returns for an
other engagement. In his decision not to “light out for the territory,”
he differs from Huck Finn; otherwise, the two boys have a great
deal in common, particularly in their idealism, their individualism,
their compassion, and most of all their sanity. Their adolescent
speech idioms, their “adventures,” and their occasional streaks of
anti-intellectualism make us laugh and cry by turns. Yet it is their
essential normalcy and our ability to apply to the conduct of adult
life their insight, their perspective, and their essential sanity that
help to keep us sane and out of the clutches of the psychoanalyst.
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"IN ANOTHER COUNTRY":
THREE AS SYMBOL

by Rosemary Stephens

Ernest Hemingway makes a deliberate use of the number three
in his short story “In Another Country” to such a degree that the
reader cannot ignore its symbolical implication.

In commenting upon the title, Carlos Baker has written, “The
country is Italy; but it is also another country still, a country (it
just possible) where a man can find things he cannot lose.”1 A
similar but a more extensive interpretation may be made by the
reader whom the title reminds of Christopher Marlowe’s Jew. Mur
der, covetousness, and illicit love are three crimes committed by
Barabas, the unbeliever of The Jew of Malta: to the friars, he
admits that he is guilty of the murder of his own daughter, of greed
and usury, and of “Fornication—but that was in another country;
and besides, the wench is dead” (IV, i, 43-44). Hemingway’s story
treats of the same triumvirate in different terms: death, society,
and sex—or love. Themes of “In Another Country” concern the loss
through death of all one loves, and the need of courage for tests in
war and away from the battlefield; the attempt of an individual to
adjust to society, and the acceptance or isolation which results;
the effort to find a form of love through experiences shared by
comrades or, in this instance, by cafe girls in Milan.

The narrator, a lonely soldier, finds it pleasant along the streets
looking in the windows.”2 Three animals are mentioned in the cold
outside the shops: foxes, deer, and
The hero must choose
1Carlos Baker, Hemingway: The Writer as Artist (Princeton, N.J.: Princeton University Press, 1963), p. 137.
2Ernest Hemingway, “In Another
Country,” Men Without Women (New
“
York: Charles Scribner’s Sons, 1927), p. 58. Hereafter, page numbers are
in parentheses and refer to this edition.
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one of three bridges every afternoon to reach the hospital where
he is treated for his wounded knee. On one of the three bridges a
woman sells roasted chestnuts, and this is the bridge he selects, for,
as he later recalls, “It was warm standing in front of her charcoal
fire, and the chestnuts were warm afterward in your pocket” (p.
58).

At the hospital, the hero makes friends with three soldiers who
had earlier selected the professions of lawyer, painter, and soldier.
The soldier-patients walk to the Cafe Cova, not by the two long
routes alongside the canal, but by the third route, a short one,
through the communist quarter. The youth who wanted to be a
lawyer has three medals, proof that he has lived a long time with
death. Sometimes another young man—whose nose has been shot
off—joins the group in the walk through the crowded section, where
“we felt held together by there being something that had happened
that they, the people who disliked us, did not understand” (p. 62).
The friendship between the hero and the three medal-winners
diminishes because they are like three hawks, whereas the hero
is not a hawk. Neither is the boy whose face has been rebuilt, and
he and the narrator remain friends.
Another friend of the hero is the major, Signor Maggiore, the
greatest fencer in Italy before the war, whose hand is now like a
baby’s. The major does not believe in bravery; he does not believe
in the machines used for treatment of wounded soldiers; he does
not believe in a man’s placing himself in a position to lose that
which he loves. man “should find things he cannot lose” (p. 66).
The major loses his wife, and—not being brave—he cries, even as
he proves his bravery, carrying himself straight and soldierly, seek
ing the courage to live. For three days the major absents himself
from the hospital: then he returns, dutifully undergoing treatment,
indifferent to the doctor, the staff, the machines. He wears a black
band on his sleeve, stares out of the window, and ignores three
photographs of hands restored by the machines in which he has
no faith.

The main theme of the story is found often in Hemingway’s
works: the realization by the young hero that loss must come to
everyone—sometimes by means of war, sometimes by an inexplicable
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fate—and that one must find a courage at moments of crisis to en
able him to continue to live after loss has occurred. Life treats
Hemingway’s heroes badly, making them lose what they have held
dear, but they abide by a tripartite code which demands adherence
to: (1) duty, acting in life
if fate will not play tricks upon them;
(2) courage, facing the test which often comes unexpectedly or,
seemingly, too late; (3) stoicism, refraining from an effusive shar
ing, since man is alone and must not speak indiscriminately of his
troubles. Comfort, when it occurs, comes only through a compre
hension which is beyond mere words.
Death appears in war, in mutilation, and in fatal illness. The
placement of the three animals at the beginning of the story is
purposeful, for they convey the idea of coldness, danger, and death.
They also indicate the different natures of man. Some men, like
foxes, are predatory, living in a natural but prejudiced isolation,
filled with hatred. Other men, like deer, live in an isolation harm
less to others, an easy prey to destructive forces they cannot under
stand. Most men, like birds, have natures with varying degrees of
isolation and adjustment: in time of war, the most predatory men
are able to win society’s approbation.

The qualities generally attributed to these three animals are re
vealed in the characters of this story as they react to death, to
society, and to each other.
The three young hunting-hawks personify murder—an asset in
war—with medals to show society’s approval of their courageous
deeds. Their chosen professions relate to Barabas’ crimes. The
lawyer illustrates the necessity to engage not in usury but in affairs
of the world of which usury is often a part. The painter reflects
the loves of mankind, elicits a response within man’s inner nature,
and fills emotional needs, sometimes prostituting his art for fame
and money. The soldier evidences the continual need to cause the
death of designated
Of the three men, the one who wished to
be a lawyer is the one who has the three medals, for it is the person
who can easily adjust to the current requirements of this world
who is rewarded by society in proportion to that adjustment.

Concern for—and the necessity of—money
reflected in the
presence of the woman on the bridge, who sells both chestnuts and
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warmth; of the unnamed cafe girls, whom the hero finds “very
patriotic” (p. 62) in patronage; and of the antagonistic person in
a wineshop, a member of the resentful communistic crowd, quick
to condemn because of a sense of deprivation. These three reflect
an emotional involvement with the narrator.
The unemotional world is indicated by the machine of war, which
is ever-present; by the doctor, whose patent optimism and clinical
interest illustrate the aloof concern of institutions devoted to the
rehabilitation of injured man; and by the major’s wife, who is not
seen, but who symbolizes in death the cruelty of fate and the futili
ty of attempts to anticipate the future. Joseph De Falco believes
the machine to be the controlling image in this story; the machines,
he writes, “become synonymous with hope, healing, and even a
kind of divinity” and the doctor, therefore, is a healing priest who
“has faith in the machines.”3 It is unnecessary to assume that be
cause the doctor mouths a banal optimism, he has faith in any
thing. The doctor is almost a machine himself, in this story, and the
machines do not represent divinity, or even hope. The machines
are an embodiment of humanitarianism: they represent the efforts
of man—not of some divinity—to right the wrongs which man has
caused, to rehabilitate soldiers injured in war so that they may
resume useful places in society and, incidentally, regain lost
pleasures.

The major’s disgust with the machines comes not from a con
frontation with divinity, but from the knowledge that what is lost
is lost forever. The major did not marry “until he was definitely
invalided out of the war” (p. 62), in an attempt to prevent a
to his wife; then, having married, he lost his wife to pneumonia and
found himself a stunned widower. “No one expected her to die”
(p. 67). Man, through the machines, may eventually restore the

shape of the major’s hand, but man cannot restore the spirit which
once enabled him to use that hand to become a famous fencer, any
more than man can bring back to this world the wife who is dead.
De Falco believes that the narrator gains insight when, seeing
the major’s despair, he realizes how absurd it
to believe in the
3Joseph De Falco, The Hero in Hemingway's
Pa.: University
Pittsburgh Press, 1963), p. 132.
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machines.4 Nowhere in this story does the narrator indicate that
he has come to believe the machines to be absurd. Rather, he in
dicates that the period of disbelief was in the past. “There was a
time,” he says, “when none of us believed in the machines ....
The machines were new then” (p. 65). The period of disbelief
occurred before the death of the major’s wife, not afterward. If the
major’s despair caused a change in the narrator regarding the
machines, this change would have to be one to belief. The narrator
may be playing football at the very time he is telling the story, for
all the reader knows.

Any definition of insight must take into account the final act
of the major: after three days in which the major endures the hell
of loss, finally burying his outward grief with his dead wife, he
emerges stoically calm and determined dutifully to face life. This
duty requires his return to the machines. At first unable to resign
himself to his wife’s death, the major finds in following the conven
tions of society a means of resignation: the black band, the three
days of mourning, the return to daily duties. He has previously
proved his ability to submit to regimentation: witness his reputation
as a great fencer, his military rank, and his grammatical studies with
the hero while coming regularly to a treatment in which he does
not have faith. The final act of the major seems to indicate a coming
to terms with society: even when one does not believe in the
efficacy of man, one must participate in the attempts to set things
right—playing a passive part, if not an active one.
The controlling image of “In Another Country” is not the machine,
but the trio of cold animals outside the shops. This image is re
flected in the predatoriness of forces loose in the world, in the
submissions to one’s fate, and in the attempts of man to adjust to
the requirements of society. It is repeated in the characters’ inter
actions with each other.
Some characters seek adjustment through love. Love from women
has three faces in this story: that of the chestnut vender, who gives
pleasure almost inadvertently; that of the cafe girls, who represent
flirtation and illicit affairs; and that of the major’s wife, who gives
4Ibid., pp. 135-136.
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love within the institution of marriage. Friendship among men—
another aspect of love—is seen in the hero’s relation to the young
hawks, to the major, and to the noseless youth.

The hawks have proved themselves in battle, which is required
by the world in wartime, and, although these three soldiers appear
aloof, they are adjusted to the demands of life. Three characters
who have difficulty adjusting are the major, who finds the need
for courage greater after he has left the battlefield; the narrator
and the boy who face is being rebuilt, both wounded before they
had an opportunity to discover how brave they might have been
under fire. The noseless youth goes to South America where he
evidently comes to terms with the world. It no accident that he
later works in a bank.

The narrator also adjusts to life. The title of the story reflects
an attainment of a certain maturity and a change of purpose. Here
an incident which took place a long time ago, he tells the reader.
In another country, another time, he engaged in fornication: he had
an affair with adventure—with war and its aftermath, considered
illicit in times of peace—but that affair is over, dead. It has
wounded him, however, leaving a lasting psychological scar.
That the experience had a profound effect upon the hero is
evident in the very telling of it and in the author’s use of the
symbolic three, which infuses the story with a universal signific
ance. The number three has a mythical, mystical, and magical im
port. To many peoples in many ages it has symbolized perfection.
Hemingway uses it in this story to symbolize the absolute, the ulti
mate basis of existence. While it is related to the three fates of
pagan religion, three also has Christian connotations in "In An
other Country.”
Hemingway’s use of Christian symbolism, including the sym
bolic three— in The Old Man and the Sea, for example—has caused
critics to note a development which reaches a climax in the story
of Santiago. Philip Young observes that a reverence for life’s
struggle and for mankind in that novel indicates a change in
Hemingway: "The knowledge that a simple man
capable of
the decency, dignity, and even heroism that Santiago possesses, and
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that his battle can be seen in heroic terms, is itself, technical con
siderations for the moment aside, perhaps the greatest victory that
Hemingway has won.”5
quarter of a century earlier, however,
Hemingway’s “In Another Country” foreshadowed this novel:
while the narrator is the virile, honest, sensitive and nervous Hem
ingway hero, the major reflects in a necessarily narrow sense the
author’s reverence for man’s struggle, for decency, dignity, and
true bravery. Both the short story and the novel contain an inter
change between youth and age, a situation stripped of pretense and
fraught with religious intimations, and symbolism which makes
use of the number three.

Much has been made of Hemingway’s symbolism in recent years.
E. M. Halliday objects to the emphasis placed upon it, particularly
that in an article by Caroline Gordon,6 and declares that Heming
way uses symbolism “with a severe restraint that in his good work
always staunchly protects his realism.” Hemingway is not a sym
bolist, Halliday declares, but “the great realist of twentieth-century
American fiction.”7
This is true; but Hemingway was a realist who used symbolism
because he was an artist. In a story brief as “In Another Country,”
repeated division into groups of three of imagery, physical proper
ties, characters, and thematic material indicates a deliberate artistic
method with regard to symbolism. This story is an excellent illustra
tion of Hemingway’s artistry and his attempt to show by the use of
symbolism that although “the wench is dead,” man’s experience
with others becomes a part of him—something he cannot lose—
as he meets the crises of his life, always in loneliness.
5Philip Young, Ernest Hemingway (University of
Pamphlets
on American Writers, I; Minneapolis, Minn.: University of Minnesota Press,
1959), p. 20.
6Caroline
“Notes on Hemingway and Kafka,” Sewanee Review,
LVII (Spring, 1949), 214-26.
7E. M. Halliday, “Hemingway’s Ambiguity: Symbolism and Irony,”
American Literature, XXVIII (March, 1956), 22.
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by Allen Cabaniss

Occasionally there have been critics of William Faulkner's works
who have stated or intimated that the writer often contrasted Protestant Mississippi with Catholic (i. e. Roman) Louisiana. I
intend to enter the realm of literary criticism, but I do propose
to question the identification of Mississippi as Protestant No
doubt Mississippians are numerically Baptist
then Methodist,
and only fourthly, fifthly, or sixthly Roman Catholic. But
adjectival description is
necessarily a substantive one, And it is
to that point that I direct attention.
Most of what I shall have to say is derived from personal obser
vation and is
otherwise easily documented. I have been a resi
dent of Faulkner's Mississippi for thirty years., The seven years
preceding my entry into the state were spent in school in Memphis,
Tennessee,—virtually Mississippi!—and Louisville, Kentucky; and
the earlier sixteen years, just twenty-five miles from the Mississippi
border in northwest Alabama (originally a part of the old Miss
issippi Territory). For practical purposes, therefore, I can speak
from a half-century of intimate association with Faulkner's land
and people.
I shall begin with a minor indication of non-Protestantism in the
state. Among the vast masses of Mississippians, both white and
colored, the pronunciations of the Biblical names of the prophets
Hosea and Zechariah, of the patriarchs Noah and Methusaleh (as
they are spelled in the Protestant Authorized Version) were
still are, if one listens carefully, "Hosey," "Zachariah," "Noey," and
"Methusalum," I have heard quite literate, perfectly intelligent,
even educated persons thus mispronounce (?) those names. They
could spell them correctly, but they were making use unquestion
ingly of pronunciations which they had perhaps heard from their
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grandparents or other elders. Although I have never known any
one bearing the last name, the other three occur fairly often. Five
years ago there were three workmen on the University of Mississippi
campus named Hosea, but they were know
Hosey,
state
legislator of recent years carried the name of the second prophet
referred to, but this was always abbreviated
"Zack.” And at pres
ent there is a circuit judge with the name of Noah, but he has a
completely irrelevant nickname.

One cannot avoid wondering about the ultimate source of the
foregoing mispronunciations. It seems to me possible, even probable,
that we may detect here a survival of pre-Reformation language.
For we have only to look at the Latin Vulgate, wherein we dis
cover the names spelled thus: Osee, Zacharias, Noe, and Mathusalam
(accusative case). They are pronounced very much
indicated
above. These spellings were perpetuated in the Rheims-Douay
(Roman Catholic) English version of 1582 and 1610. But it is
highly unlikely that Protestants, with their former devotion to the
"King (or, Saint!) James” Bible would adopt pronunciations from
the Douay. It is therefore conceivable, although difficult of positive
proof, that in the preceding pronunciations we have a continuation
of Catholic tradition among inveterate Protestants.

In 1935 in Hazlehurst, Mississippi, there was a faint, lingering
trace of an older past in the case of a few Baptists who addressed
clergymen of another faith as "your Reverence.” (Their own cleric
was inevitably "Brother.”) I remember in particular one woman,
not past middle age at the time, who always quite seriously spoke
to me in that manner. I once asked her why she did so, but she
had no real answer. "It’s just habit, I guess,” was her reply. But
one can hardly resist the hypothesis that an Irish Catholic strain
must have preserved the curious terminology.
Still further, in Columbia, Mississippi, in 1939, when men yet
wore hats, it was quite customary for Protestant men, even Baptist
men, to tip their hats to any minister, especially to the pastor of
a local church. In this case the practice had probably filtered up
ward from New Orleans, which was only ninety miles to the south.
Even so, a recipient of the courtesy always felt rather strange un
der such circumstances.
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There are two other usages which were undoubtedly the result
of New Orleans influence. In Hazlehurst one day in late October,
1935, a parishioner told me that a Baptist kinsman who worked in
Louisiana was coming home "for the holiday.” In my naivete I
countered, "But Thanksgiving is still a long way off.”

"Oh, no,” exclaimed my parishioner, "I meant All Saints’ Day.” I
confess to complete surprise: I had no idea that these people had
ever heard of such a festival. I discovered, however, that Novem
ber 1 was indeed a legal holiday in Louisiana, although not in
Mississippi. But a hundred and fifty miles north of New Orleans
on the Illinois Central Railroad, it had something of a festive at
mosphere because of the visit of natives whose jobs were in the
big city.

Later in Columbia on All Saints’ Day of 1939, and for many
years thereafter, I noticed the beautifully adorned city cemetery.
It became a special habit of mine always to walk by it to enjoy
the banked masses of brown, yellow, white, and golden chrysanthe
mums (relieved here and there with long green leaves) covering
each grave. I have seen similarly bedecked cemeteries in New
Orleans. The Columbia practice was obviously derived from "the
City” (Marion County vocabulary). It is worth noting that the
custom actually has reference to All Souls’ Day (November 2), but
the flowers are placed as usual a day or so ahead of that date.
Another Columbia incident comes to mind. For a number of
years, as in so many communities, a city-wide contest is held for
the best decorated house at Christmastime, with prizes to be given
by the Chamber of Commerce. Ten years ago (and I have a news
paper clipping as evidence) first prize was won by a Baptist deacon.
In a large, beautiful picture-window of his home he had arranged
a table with a huge many-tiered cake bearing innumerable candles
(electric, of course) and over it a semi-circle of neon lights spelling
"Happy Birthday, Jesus!” Only a Sicilian Roman Catholic (read, for
example, the saccharine prayers for the Stations of the Cross) and
a Mississippi Protestant could be on such familiar terms with the
Lord. The award was moreover much a comment on the mentali
ty of the entire town as on that of the winner.
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From very early childhood I can recall my paternal grandparents
(one a Cumberland Presbyterian, the other a Baptist) referring to
“Old Christmas” (January 6) as a period of minor gift-giving of
apples, oranges, and nuts. But more important to them was the
necessity (or superstition) of clearing the house of all Christmas
ornamentation on the eve of that day and in particular of burning
the holly in the open fireplace. Modernity and secularity have made
the removal date December 31 or earlier, but the older practice
was probably grounded in long-forgotten religious (Catholic?)
custom.

From the foregoing illustrations (which could be multiplied) I
would hazard this assertion: Although by accident of history Miss
issippi is predominantly Protestant, its people are unwittingly or
subconsciously Catholic. As a matter of fact, Faulkner himself
apparently recognized that as a notable phrase in “An Odor of
Verbena” suggests, “mist-born Protestantism grafted onto this land
of violent sun, of violent alternation from snow to heat-stroke ...”
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by Joseph O. Baylen

In December, 1907, the editor of The Review of Reviews, in
spired by the recent publication of a survey of the drinking habits
of eminent Frenchmen in a Parisian periodical, decided to attempt
a similar inquiry among prominent British men of letters, science,
artists, and religious and political affairs. They were requested to
offer suggestions to the British public and especially the younger
generation “as to the best way in which to preserve their health,
insure their happiness, and generate the maximum amount of work
ing power” by rendering their opinion of “the best regimen as to
food and drink and tobacco . . . .”1
Among those queried were Court historian Sir Theodore Martin,
savant Alfred Russel Wallace, author William M. Rossetti, scientist
Sir William Crookes, soldier Lord Roberts, politician Sir John Gorst,
editor of Punch Sir Francis Burnand, Non-conformist leader Dr.
John Clifford, Salvation Army patriarch “General” William Booth,
Positivist pundit Frederic Harrison, actor Herbert Beerbohm Tree,
actress Ellen Terry, critic Edmund Gosse, humorist Jerome K.
Jerome, and dramatist George Bernard Shaw. Their replies to a
circular letter were published in the February and March, 1908,
issues of The Review of Reviews with each statement prefaced by
a short editorial commentary on “the nature and duration of the
life-history” of the individual concerned.2

Of all the statements published, the lengthy communication
elicited from Bernard Shaw is the most detailed and interesting.
While Shaw’s letter adds to what is known of Shaw’s personal
1[W. T. Stead,] “What
Eat, Drink, and Avoid. The Experience of
the Experts in the Art of Living,” The Review of Reviews, XXXVII (Feb.
1908), 136.
2 Ibid., 136-46; Ibid. (Mar. 1908), 237-46.
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habits and idiosyncracies, it is also significant because it has ap
parently been overlooked by Shaw’s biographers
an addition to
the ever-growing corpus of Shaviana. Moreover, there is the fact
that the communication was introduced and published by W. T.
Stead, who,
editor of the Pall Mall Gazette from 1883 to 1889,
had helped launch Shaw on his career in 1885 by providing em
ployment for him on the Gazette.3

In his preface to Shaw’s letter, Stead introduced the views of
“the mocking sage of Adelphi Terrace” with the wry comment
Mr. Shaw has views upon all subjects and those
which he entertains upon the subject of vegetar
ianism, alcohol, and tobacco are so very pro
nounced that the reader will probably turn to
his contribution first of all. They will not be
disappointed, for they will find in it the secret,
or . . . one of the innumerable secrets of Mr.
Shaw’s superiority to the rest of mankind. In
virtue of his incontestable superiority to all his
contemporaries I include him among the elders
4

Shaw’s letter, written in January, 1908, was, in a sense, both a
subtle critique of British life in the Edwardian era and characteristi
cally an exposition of what he wanted his public to know of him
self. Indeed, the following letter was a clever artifice designed by
Shaw to enhance and color his image.

#######

3On Stead and Shaw, see the following articles by Joseph O. Baylen and
Patrick G. Hogan, Jr.: “George Bernard Shaw and W. T. Stead. An Unex
plored Relationship,” Studies in English [Rice University], I (Autumn 1961),
123-47; G. B. Shaw’s Advice
T. Stead on the ‘New Journalism’, ”
Journalism Quarterly, XXXIX (Winter 1962), 190-91; “Shaw,
T. Stead,
and the ‘International Peace Crusade’, 1898-99,” The Shaw Review, VI (May
1963), 60-61.
4The Review of Reviews, XXXVII (Feb. 1908), 145.
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10, Adelphi Terrace,
London, W.C.l
[Dear Mr Stead]

(1) Food.—I have not eaten meat for twenty-seven years. The
results are before the public.
I find modern customs in eating among the unwholesomely rich
people horribly monotonous. One would imagine the more meals
people eat the more care they should take to make each meal
different from the other as possible. Yet at present dinner and
lunch are really two dinners; and breakfast is rapidly becoming
a third dinner. The extraordinary popularity of afternoon tea is
really due to the craving for a meal that is not a dinner. The old
system of breakfast, dinner and tea, in which dinner is the only
meal at which meat was eaten, will probably be re-established
when people realise the need of variety not only in food, but in
meals.

(2) Drink.—I never drink alcohol except when people ask me
to taste wine or liqueur and tell them whether it is genuine or not.
In most cases it is obviously not. An enormous quantity of fluid
is sold and drunk all over Europe which nobody with a palate
could possibly mistake for the fermented juice of sun-ripened fruit.
The best English cider has the characteristic flavour of genuine
wine in a much lighter degree than many even of the imported
wines which are not wholly artificial. I conclude that one of the
effects of wine-drinking is to blunt the palate to such a degree that
tastes as different as those of capers and cob-nuts cannot be dis
tinguished by the victim of the habit. The same thing
true of
liqueurs. Only a week ago in a first-rate hotel I tasted a fluid which
was supplied as sloe gin. I guessed it to be poisonously bad brandy.
I have a professional reason for not drinking alcohol. The work
I have to do depends for its quality on a very keen self-criticism.
Anything that makes me easily pleased with myself instantly re
duces the quality of my work. Instead of following up and writing
down about two per cent, of the ideas that occur to me on any
subject, I put down ten per cent, or even more if I
to work
under the comfortable and self-indulgent influence of a narcotic
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(alcohol, please observe, is a narcotic and not a true stimulant).
An ordinary wine-drinking English author puts down, I should
imagine, quite eighty per cent, of the ideas that occur to him. Many
journalists, under the combined influence of beer, whiskey, tobacco,
steak and onions, put down rather more than 100 per cent. That
the secret of the very marked difference between the literature
and journalism I produce and the ordinary commercial article.
(3) Smoking.—To ask my experience of smoking is to insult me.
Why should you accuse me of so filthy a habit without any evidence
that I have ever been guilty of it?

G. Bernard Shaw5
5Ibid., 145-46.
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